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CHAPTER I 


# UURNS, I5LAKF, AND THE CLOSE OF THE EIC.II1 EENTH 
CENTURY (WITH AN EXCURSUS ON OSS/AN ) 

A glance backwards at Crabbe and Cowper — Burns — His “alterative” 
power — Of the highest importance, but comparatively simple — 

Blake his complexity — The Poetical Sketches — The “ Mad 
Song” — The Songi of Innocence and of Experience— The. MS 
Poems — The “ Prophetic ” Books — Blake’s note on their form — 

Models' 1 — The Early Fragment — Tinc[ — Thel — The Marriage 
of Heaven and Hell — 7 he E'rench Revolution — Albion , America , 
and Europe — Urizen , Eos, and Ahama — The Four Zoas ( Vala ) 

— Milton and fcrusalcm — Summary on Blake — The other side — 

Darwin — Hayley — Gifford — -Helen Maria Williams — The Della 
Cruscuns — Moral of this — Attempts at rhymelessness — The 
hexameter — Rhymeless Pindarics — Sayers — Bow les 

Of the four chief poets who, making their appearance A gimce 
about 1780, represent the proper work of the last two crabbTand 
decades of the eighteenth century, two, Cowper and Cowper 
Crabbe, necessarily found their place in the last volume 
of this History For, though they influenced their greater 
juniors (some of whom were to make appearance during 
this same time, but none of whom produced really 
characteristic work till the very eve of the nineteenth), 
this influence was in hardly the least degree of a piosodic 
kind Both to some extent, and Cowper to a considerable 
one, display a tenden cy to break away from stric t 
alle giance to the Popian co uplet , whil e we shall be able 
to quote some interesting though but half- illuminated 
prosodic remarks of Cowper, postponed for the purpose, 
in this very Book Cowper's “ blanks ” must have been, 
and were, not quite unintentionally, a serious disintegrating 
force But in* mere veise, and still more in that all- 

3 
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important point of diction which is inseparable from 
prosody, both we re of the older school — labor iously 
r hetorical or laboriously eas y. In neither is there much, 
if indeed there is any, sign of the grea t ram which was 
to descend u pon the parched and we ary land nl ZEnglish 
versification , and to make it one r mnie what it had been 
in the seventeenth ^cijntury, and even on a greater and 
more gorgeous scale — a h ortus non siccus of eve rykind 
of proso dic flower, a n orc hard lavishing every kind o£ 
prosodi£_£cuit 

With the two great companions and con temporal les, 
whose work would certainly have shocked Cowper, and 
would probably’at this time have puzzled Crabbe, though 
it io very nnpiobable that any of Blak? or much of Burns 
was known to the former , 1 it was different Poetry had 
to become as a little child before it could enter into the 
new kingdom of heavefr^-that is to say, it had to b ecome 
lyn^aL-agwm , ai*d though Cowper was a great lyrist in 
his way, and Crabbe not quite a contemptible one, their 
way was not ch ild-like 

Fait of the value of Burns, from the point of view 
just taken, only slightly concerns us The a lterativ e 
power of his diction — its value as a solvent to the stiff 
conventionality of eighteenth-century poetry — cannot be 
exaggerated , but as this diction was di alecti c it could 
lot affect, or could affect but very little, the prosodic 
material of general English poetry. With his metres it 

was very Trtf fercnt As^Was Indicated in the last volume, 

it is in Burns that the bajjad once more begins to exert 
its reviving force Percy’s collection had already been 

1 Blake and Cowper had Hayley for their sole nexus — a most remarlfablc 
one , but Cowper had fallen into his last and saddest sta^tadong before 
Flaxman introduced Blake to Hayley, and actually died jufwB|K>re Blake’s 
visit to helpham As for Burns, the words in the text may've open to^mis- 
conception Cowper, of couine, read Burns in the summer of 1787, and refers 
to him enthusiastically in letters to Rost, whergave him the book But he 
wanted him to “divest himself of barbarism” in language, to “content him 
self with pure English,” etc , and makes no reference to his form, if indeed 
Ibis is not, as seems likely, included in Lhe “dark lantern” wherein he 
thought Burns’s bright candle was “shut up ” This is what I mean by “not 
knowing much of him ” , not to mention that the Burns of 1787 was not all 
Burns c 
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at work as a model for nearly twenty years , Watson’s, 

Allan Ramsay’s, Ambrose Philips’s, for much longer 
But these were “ models ” not of the live kind , and for a 
very long time — in fact (with the exceptions of Chatterton 
and Blake) until Southey, if not till The Ancient Mariner 
— they produced little or nothing but copies and pastiche's , 
vitiated moie or less by infusion of eighteenth-century 
style The almost uncanny way in which Burns mcor- 
^joiated, or rather transc orporated and transammated at 
once, sc raps of ancient s ong into his ow n, is well known 
The result in his case was neither pasture nor copy, but 
a genuine fresh growth from the old stool or stem For 
our purpose not merely are the “ English'” poems of little 
or no value, but pieces of narrative substance in more or 
less literary form, like the Cotter’s Saturday Night , go 
with them It is the I vncs and the , octos yllabic coup let 
pieces that give him his pride of place here 

That probably not a single one of the metres in which His "altera- 
thesc are written is an actual invention — even of that llve power 
modified kind in which the maker mnvents without 
definite knowledge, or at least thought, of his predecessors 
— is no doubt a fact, but it makes not the smallest 
difference of interest or merit The famous ((J3urns- 
metre ” has been traced by the ingenious to those other 
ingenious who wrote it in foreign lands and early 
mcdirKval times , and we have seen how it is as common 
as anything (and commoner than “ common measure ” 
itself) in English poetry, certainly of the fifteenth, perhaps 
of the late fourteenth century It was neither the less 
nor the more for this a godsend, and if not a panacea, 
a sovereign remedy for many of the worst ills at the end 
of the eighteenth It was one of the crotchets of the 
time — wc shall see it extending far later than Burns’s 
death in precept and criticism — that very varied lengths 
of line were bad things, and much intertwisted rhyme if 
possible a worse Almost the whole beauty of this 
‘Burns-metre” (which was at least five hundred yeafs 
old, perhaps much more, when Burns was born) consists 
in the sharp “^ull-up” of the fourth and sixth lines as 
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compared with the other four, and the break of fresh 
rhyme after the opening triplet. The eighteenth century 
had despised yefrains , Burns brought them in on every 
possible occasion, both in the regular form of exact, or 
nearly exact, repetition, and in the other of partly altered 
“ bobs ” at the end of verses, as in the whirling variety 
of the Jolly Beggars — a sort ol kitten-and-dead-leaves 
dance of different measures, contrasted not more strikingly 
with the decent monotony of the couplet itself than with'' 
the altogethst-different variety of such things as Dryden’s 
Alexanders feast Music, throughout the poems, is con- 
stantly doing her good gente, work (as we have seen she 
can sometimes do bad ditto) in suggesting fresh move- 
ments and varying old ones , while double rhymes, internal 
rhymes, all tricks of which rhyme is capable, lend 
their aid 1 ( 

So large a part, indeed, of Burns’s best and most har- 
monious work is cither directly wi itten to well-known tunes 
or even partly built up on already familiar wor d-rhythms, 
that original prosodic quality is less easy to distinguish 
in him than in some far inferior poets On the whole, 
he is not, considering his general value, specially happy 
with continuous anapmstic measure Some of the old 
Scots forms which he uses, particularly the internal- 
rhymed “bob” (y sup vol i 383), are not always 
particularly beautiful But of the iamb and trochee, on 
the most various suggestions of music, he is almost a 
perfect master The prosodic quality of Macpherson s 
Farewell could not be better , and that of Bannocks of 
Barley ' 1 i-. quite independent of any prescribed tunc It 
makes its own, as (we have pointed it out often) lyrics of 
real prosodic quality always do 

1 Alls' the old blunder of objei ting to irregularities of that kind is not dead 
As I revise my “copy” I have before me an extract or precis from a docu- 
ment issued by the Scotch Education Department, depiccating “abnormal 
compass,” “awkward intervals,” and “eccentric rhylhms” in school selections 
Now these are the very fermenta salvattonu , the salt that keeps true 
P(psody alive , the training-school of the ear 

2 This, one may just point out, belongs to that most interesting class of 

which “ Phyllida flouts me ” is the choir-leader, and which offer the choice of 
dactyl and trochee, anapaist and amphibrach, with sui'.i bewildering com- 
plaisance ' 
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One trisyllabic use of Burns's, however, is of special 
interest and importance — not that it is his invention, for 
it is as old as the Gospel of Nicodemus 1 at least, but 
because of his felicitous use of it , because of its jntmjsic 
^beaijtyi, because he (or Apollo) taught it to Coleridge , 
and because it proved to be one of the touchstopegjidiiph 
show the theories of Guest t o be utter ly false metal 2 
This is what the latter calls, in his talismanic terminology, 
* the “ section 9 ,” and dismisses as having “ very little to 
recommend it.” This vaunen among lines is the ordinary 
three-foot iambic, or second line of the common measure, 
with a fixed substitution of anapzest for iamb in the first 
place, as in the two well-known lines of 'John Barleycorn 


and 


Like a rogue | for for | gene 
Tho' the tear | were in | her eye, 


with which may be compared some of the most magnifi- 
cent lines in 7 he Ancient Mariner 


Like the whiz j of my | crossbow, 

and others The improvement which this “ spur in the 
head" gives to the verse is extraordinary , and it is note- 
worthy that much of it is lost if the anapmst is doubled, 
as in 

For he crushed | him between [ two stones 

You want the check as well as the spur to produce the 
curvet y 

And in all these, in his songs to the quaintest, catchiest 
tunes, in his mere fragments, there is t he quicksilver, th e 
live bloo d which had been the main thing missing for a 
hundred years or so at least Failure to keep even the 
exactest and most exacting measure is very rare , but in 
another sense the verse is not measured out at all it glows 
under the hand and flows from the lips of the singer 
--'as an organic, not an inorganic thing It is in this -hard ly 
surpassed power o f fingering — of .giving life to every 

1 V sup 1 264, note 

In a tlow|fe like|nes than 

2 V inf on C&egt himself also his book, ed Skeat, p 183 


Of the highest 
impol lance 
but compai a 
lively simple 


s 


THE ROMANTIC REVIVAL 


BOOK If 


Blaise his 
complexity 


met re that he tou ches^ — that_Bum s’s proso diC-value con- 
sists FTe~Tnvented, as has been said, little or nothing 
prosodically , and his most distinguishing poetic qualities 
are much more of ^entiment or of phrase than of actual 
versification When you look at his predecessors down 
to Fergusson you^find the very same measures, but with 
infinitely less diableau corps in them Now, as this 
infusion of diable lion cita ble. of~ course) au corps was 
exactly what eighteenth-re ntiiTy pnctry ~^’?inTT r vt 1 J nnhr.fly * 
could have been a greater benefactor to it than Burns 

was For his verse not only dance^Tjpid sang itself, but, 

as in fairy stories, it made all the hearers and readers who 
had any dancing sor singing faculty go anct^dBTtttewTse^ 
inadc them, at anyTate, di geontented with the tramp or ^ 
( the sa unter, w ith the drone and the sing ing, of earlier 
eighteen th-century verse In other respects his prosody £ 
is perfectly plain sailing , and in its own way it supplies 
a fresh illustration of that prosodic corr ectness which we 
have noted in the early poets of Middle Scots 1 More- 
over, there is one point of importance about it which I do 
not remember ever to have seen sufficiently urged — the 
way in which he represents a tradition older than the 
G ascoignian fancy abou t the non-existence of trisyllabic 
feet, and so brings us back to the sound practice ol 1 these 
elders. 




Nothing could well afford a sharper^ :ontrast than the 
prosodic study offered by the greatest of his close con- 
temporaries in poetry The work of “ English Blake ” 2 
(he called himself so, and his Irish blood appears to be 


1 Burns’s greatest prosodic triumph appears to me to be in the famous 
“Jessy” song, with the unique substitution of “despnumg” in the thud ]»ie 
of the first verse On the question why he did not repeat the shortening in 
the others there might be “some airgumcnt ” 

2 Mi Sampson’s admirable Clarendon Press edition (Oxford, 1905) has 

“ antiquated” all others for the Poems , but the Aldint (London, 1874 and 
since) is still desirable for The! and 7 incl Nor can the student, even of 
Blake’s text, dispense with Mr Swinburne’s famous Essay (1866), which gives 
in comfortable type large extracts from the Prophecies , with Gilchrist (pre- 
ferably the second edition, London, 1880), for much prose, typed prophecy, 
etc , with Messrs Fills and Yeats’s Blakian thesaurus (3 vols , London, 
1893). or wilh Mr Ellis's later type printed tVoris (Poetic and Prophetic) 
(2 vols, London, 1906) * 
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eminently what the Articles describe as “ a fnnd thin g 
vainly invented, and grounded -UpoxL__na warr ant y of 
scripture ,5 ) may appear at first sight as a pr osodic cha os 
beside the varied but regular organisation o f thr> vnrgn of 
the Sc ottish ba rd Not merely the unfortunate outsiders 
who talk about Blake’s “ drivel 1 1 and " doggere l,” but people' 
in a much less parlous state, and even those of the very, 
elect who have taken upon themselves t o patch an d piece 
'and pl aster Blake’s poems into regularity, have ignored 
the extraordinary pr osodic quality w hich, almost .as .much 
as his though t, his imagery, and his passion, .distinguishes 
liim as a poet Of course a great deal — in fact, the 
|rnmense majority — of his verse has efime to us in the 
most dishevelled condition possible , and though we have 
not a few MS corrections of his own, very few of them 
can be supposed to represent in aqy sense a bon d tircr.. 
On the Poetical Sketches he seems to have refused to 
bestow any paternal care at all , in fact, there are actual 
suspicions of infanticide as to the larger part of the 
edition His only other regularly printed book of verse, 
the First Book of The French Revolution, is a vanished 
mystery 1 In the two sets of Songs and the wide range 
of the “ prophetic ” or semi-prophetic books, we have to 
remember the method of production, and the fact that he 
was evidently always thinking of^ the meaning or the 
ornament, not the poetical form— exception made for the 
Jerusalem manifesto, to which we shall come in good 
tune This, taken literally, would exclude prosody in 
the ordinary sense from among the minute particulars to 
which no doubt he did pay attention The conditions of 
thp singular MSS which, to the disgrace of the country, 
have been allowed to go to America, make the “rough 
copy ” the rule, not the exception, in much of his most 
interesting poetical work And, lastly, that curious 
mental diathesis which it is so difficult to describe without 
exciting a hubbub , 2 would certainly not make for what is 

1 It was so to me and to nearly everybody when I wrote this notice, l 5 ut 
v inf pp 23-5 

2 Although it is jperhaps an irrelevancy, and a rather perilous one, may I — 
as a Blakite since tl)£ day when, as a small boy, I discovered the “Mad 
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commonly thought prosodic exactness But let us go 
from generalities to “ the blessed originals ” 

Whether some of the MS scraps, especially those of 
The Island in the Moon , are earlier or not than the Poetical 
Sketches is a question which could only be discussed with 
the result of further swelling the immense amount of 
superfluous talk already existing on the subject There 
can be no reason at all for doubting that the Sketches 
represent, fanly and rather fully, the poet-painter- • 
prop het's work before and up to his six-and-twcntieth 
year The “ Advertisement,’ 1 in tact, liiiiTFs" them ' to his 
twentieth , and so much the better if it be so, for that 
would put them Before 1 777, only sevey years later than 
Chatterton’s death As was absolutely inevitable in the 
circumstances, there is perpetual imitation in them But, 
on the one hand, this^mitation is largely directed to things 
which were only just being imitated at all, and which it 
was not yet fashionable to imitate , and, on the other, 
there is much which is anything but imitative Eliza- 
bethan and seventeenth-century influences appear every- 
where in the opening “ Season ” pieces , the bold enjamb- 
ment, the studiously varied pause, the qpanaphora, all 
give evidence of this kind , and the same influence colours, 
in a fashion partly comic, the Strawberry-Hill supernatural 
of “Fair Elenor” But there is nothing comic in the 
wonderful eights of 

How sweet I roamed from field to field, 

which is Caroline of the best kind “My Silks and Fine 
Array,” thougKTnore directly imitative, is Elizabethan m 
its imitation, and so is “ Memory, hither come ” 1 he 

fingering in these last three pieces is miraculous, and’ it 
must be remembered that the manner had not been 

Song ” and part of the ,f Catalogue” in Southey’s Doctor, and as one who 
defies any of his rivals to be Blakitior than himself — suggest that there is 
something unwise in the nervous deprecation of “madness”? What is any 
man — especially any poet — good for if he is not a little mad in the ordinary 
and prosaic sense of the term ? And it is in the ordinary and prosaic sense 
of the term only that madness can be, or indeed ever is, ascribed to Blake 
If the fools think the worse of him for it, let them , but why should we be 
as the fools ? , € 
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transmitted — a little the worse for the transmission, but 
continuous and alive— as it had been in Burns’s case 
Nobody except Chatterton had sung like that — had 
modulated measures like that — since the middle of the 
seventeenth century. 

But the “ diploma-piec e ” from our point of view — the The "Mad 
piece which, like a few of Chatterton’s own, shows that a Song 
new birth of prosody had come — is the afore-mentioned 
' “Mad Song” For pure verse-effect — assisted pow erfully 
by diction, of course/ and n ot fd~Ee~divorced from thought, 
but existing independently of it — there are few pieces in 
English or any language to beat this marve llous thing 
And it is very nqticeable that its in effable r pnsir is rea lly 
p rosodic, not musical at all. . I do not know whether! 
anybody has ever tried to set it , but I cannot fancy the 
tune at all, and I require none. .The scheme is very 
simple, and capable of being defined with rigid accuracy 
Lines i, 2, 3, 4, 8 arc i ambic monome ter with full 
anapaestic and, I think, in one case monosyllabic sub- 
stitution , 5, 6, 7 extend themselves by a foot to dimeter 
brachycatalectic with substitution existent but rather less 
free The foot-equivalence is thus rigidly maintained 
throughout, and the line - corres pondence in the stanza 
equally So , and yet, as you read, the thing shifts, outline 
and texture and shade, like the “ ru^fchn^ beds of dawn ” 
themselves The one real or apparent “ irregularity ” of 
the piece, the substitution of the quatrain rhymed oaoa 
for a abb, is very likely intentional, and certainly not 
a discord, as it comes in the middle stanza, and so docs 
not disturb the concerted effect If anybody objects to 
tlje “ cockney ” rhyme of “ dawn " and “ scorn,” he may 
“ go shake his ears,” which are probably long enough to 
wave like the iceds that told the story of Midas On the 
other hand, it has always been a matter of amazement to 
me how Dante Rossetti, with the double sympathy of 
poet and painter, could have changed “beds” to "birds” 

As I ventured to point out in The Academy thirty-ffve 
years ago, when reviewing Mr W M .Rossetti’s edition, the 
entire imagery of the poem is atmgi pk& ric, and the phrase 
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hfls of dawn ” for the cl ouds whence sun and w ind 
issue is infinitely fine. But the whole should be given 
and scanned — 

The wild | winds weep 

And the night ] is j-cold , 

Come hi|ther, Sleep, 

And my giiefs | unfold 
But lo 1 | the mom | mg pei_pS|| 

Over | the eastern steeps, i 
And the rust | ling beds | of dawn 

w _ ^ _ • 

The eaith | do scorn 

Lo 1 I to the vault 
Of pa[ved heaven, 

With soi Jrow fraught, 

My notes | are driven 
They strike | the carjof night, 

Make weep | the eyes | ofday* 

They make mad | the roa|rinfiJ^winds, 

And with tem I pests play 

Like a fiend j in a cloud, 

With howjhng woe 
After night | I do crowd 
And with night | will go , 

I turn | my back | to the East, 

T ront whence com|forts have | increased, 

For light ] doth seize | my brain 
With fran|tic pain 

Of course, if anybody is afraid of “ Lo 1 ” as a mono- 
syllabic foot, he can have " Lo 1 to | the Vault ” , but I 
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think it inferior “Vaut” for rhyme has ample justi- 
fication 

Nobody in the eighteenth century, not even Chatterton, 
had yet returned to the true blend of f reedom and ord er 
in English prosody with such a perfect result as this In 
fact, I hardly know a better document or object-lesson 
for the display of that prosody than this very piece , and 
if it were not doing it wrong, being so maiestical a nd 
1 exquisite at once, to put it to base uses, I should employ 
nothing^m~preference^fb it Take it on the accent or 
stress system, neglecting the unaccented or unstressed 
syllables in their exact combination with the others, and 
you lose more than half its beauty and almost all com- 
prehension of tl&t beauty's source Take the fe n and. 
the delic acy, the n nerringoese. and at the same time the 

. freedom and vari ety of t heir interchange, compose a 

^parvel for ever. 

Even Elake could not increase our prosodic comforts 
after this fashion every time that he took pen in hand — 
much more every time that his ever-industnous and ever- 
vagabond pencil strayed from drawing to writing The 
ballad measure of “ Gwin, King of Norway” has some 
fine phrase , 1 bjj^tSk.actual rhythm hardly gets out of the 
jog-trot which, rfR®* the Ancient Mariner bursts into that 
long si lent sea, beset the ballad His Sp enserian ex - 
penments are among the greatest of prosodic curiosit ies] 
He makes six shots at it, “ all different and all wrong,” 
as Mr Sampson laconically but exhaustively observes 
That he varies the number of lines from eight to ten, 
does not observe the final Alexandrine regularly, and 
often ends with a couplet, is less surprising when we 
remember Prior’s rehandling, which was pretty certain to 
be in an eighteenth-century mind, than it may seem to 
us at first But he was evidently quite out of sympathy 
with the measure , and his diction and line-forging are 

1 It also shows the Oman influence (see Excursus at end of chapter) The 
chiefs who stood round the king, 

Like reared stones around a grave, 

can hardly be irreminiscent of those who “stood silent around as the stones 
of Loda” in the seCond 44 Duan” of Catk Loda (1 22, ed at inf) 
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’■'''Milton ic rather than Spenseri an. So, too, the “ blanks 
of Edward the Third are failures, from no dissimilar 
reason Whether he was actually acquainted with the prae- 
Shakespeanan drama, one cannot say But, once more, 
the diction and line-forging suggest some acquaintance 
with this, and much with Milton less with Shakespeare 
himself, outside the historical plays, than we should have 
expected. 

That in writing the Songs of Innocence and those of % 
Experience Blake had Watts at least to some extent 
before him has occurred independently to several persons 
indeed, it could hardly escape any one acquainted with 
the two, and interested in the subject But the following 
is of the most casual and intermittent Rind , and though 
we have seen that Watts is contemptible neither as poet 
nor as prcsodist, there could not be two persons, poets, 
or prosodists much ‘more different than Lady Abney’s 
respectable chaplain and Hayley’s recalcitrant guest 
The exquisite “ Introduction ” 1 2 is once more seventeenth 
century with a new to uch in it . and there are not many 
trochaic quatrains of sevens in English that “ drop their 
honej^^^in a sweeter fashion The anapae sts of “ The 
Echoing Green ” are purposely and beautifully puerile, 
and the anapaestic measures throughout keep this tone 
for the most part But the troch ee is Blake’ s_ great- 
weapon here, and he reverses the old saying by bringing 
strength out of its sweetness in the most wonderful way 
The sweetness" is- -stiff ' uppermost in “Little Lamb^who 
made thee-?-— but there are presagings of the different 
joy that is to come, long before we actually reach the 
“Tiger” and find the whole cast of the metre changed 
from softness and an almost coa?angdubnciTyT5splendou'V 
AncTThoughThe trochce Hau n ts~h7m , he can 

1 Piping down the valleys wild, 

Piping songs of pleasant glee, etc 

2 One of the numerous genuine variants (there are others) — 

What dread hand forged thy dread feet — 

seems to me the ne plus ultra of the measure in this direction It makes 
almost a seven-/bo^ line with pause syllables after e\ery spoken one. 
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quite dispense with it “Infant Joy ” 1 is almost as 
astonishing as the “ Mad Song ’’ in what it effects by 
short plain iambic n^etre, not suggestive of tune in the 
least, but of perfect prosodic music The heroic quatrain 
of “ The Little Black Boy ” is neither Dryden nor Gray , 
in fact, it escapes the monotony which is the curse of 
the measure rather better than either. But one might 
specify almost every piece for the new spirit that is 
breathed into the old forms 

The Songs of Experience open with something different and of Expe^ 
Blake had evidently been early impressed by Milton’s en 
“ Nativity Hymn ” and other grave concerted forms, and 
by the " broken and cuttit " measures of the earlier 
Elizabethans But he applied their lessons with his own 
fortunate assumption of free trisyllabic substitution, and 
the result in the “ Introduction ” and its answer is extra- 
ordinary A finer stanza for construction and sound it 
will be hard to find than that of 

O Eaith I O Earth 1 return 1 
Arise from out the dewy grass 
Night is worn, 

And the morn 

Rises from the slumberous mass 

Turn away no more , 

Why wilt thou turn away ? 

The starry floor, 

The watery shore, 

Is given thee till the break of day 2 

Blake wrote “ wat'ry ” and “ giv’n ” according to the pre- 
scriptions of Bysshe, whose work, we know, he possessed , 
but the love of poetry laughs at such locksmiths, and we 
may spell it as he would have spelt it to-day, though the 
shorter feet make good metre enough If it were not 

1 “ I have | no name. Fret |ty joy, 

I am but two days old ” Sweet joy but two days old, 

What shall I call thee ? Sweet joy, I call thee . 

11 1 hap|py am, Thou | dost smile , 

Joy is my name 19 I sing the while, > 

Sweet joy befall thee ! “ Sweet joy befall thee 1 *' 

2 I think (“reasoning rightly and in my own division”) I would rather 
have written these lines than anything in English poetry outside of Shakespeare 
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entirely alien from his temperament to have done so, one 
might suppose that he had purposely juxtaposed “The 
Fly," where the linelets flit and cross like flies themselves, 
with the majesty of the “Tiger”, and certainly, if he 
had been making a parade of his prosodic power, he 
could not have done better than to follow them with the 
sort of blend of the two which is found in “ Lyca,” “ The 
Little Girl Lost ” and “ Found ” Many others ternpt 
the student , and if Blake had kept up the rhythm of the 
opening couplet of “ The Sunflower ” — 

Ah 1 Sun|fiower, wea|ry of time, 

Who count |est the steps | of the sun — 

f 

he would have anticipated, in one of its mast difficult 
shapes, the triumphs of the nineteenth century with the 
unmixed or, at any rate, predominant anapaest for 
purposes other than light * As it is, he has shaken the 
jingle of Shenstone, and even of Cowper, out of the 
three-foot form, and put clangour and cry in its place 
Of the poems from MS, though they contain some 
wonderful things, there may seem less need to say much 
prosodically, because they are, from the nature of the 
case, unfinished Nor do they contain much that is new 
jn scheme Yet they are full of the new prosodic secret 
— the secret that was not fully known even to the 
Elizabethan age, though it actually gave the nnpulge. to 
that great age’s poets The very first piece in the 
Rossetti book, christened by editors before Mr Sampson 
“Love’s Secret,’’ shows this to the full It is given 
below 1 with its MS variants and deletions, and nobody 

-seek- 

1 Deleted — [Never pain to tell thy lovt, 

Love that never told can be , 

For the wind doth move 

Siknt^rassibly ] 

I told my love, I told my love, 

1 told her all my heart, 

Trembling, cold, in ghastly fears — 

Ah » she doth depart 

Soon as sht was gone from me 

A traveller came by — <, 
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who has an ear can fail to see that, with or without these 
— in the face of the fact that we do not in the least 
know how Blake would have printed it finally, — the 
^prosodic unity , the kinship of t fce_ feet, an d the wondrous 
dance that they trip out, are unmistakable Like the 
“ Mad Song,” it is a thing that you will find nowhere 
but in English poetry like that, it shows what English 
poetry can and may do in the prosodic way The 
quintessence of it is almost overpowering, and it carries 
with it the b eau boy gujit de races franc h c whirh I-a Qmnte 
always has by her to recover her iot_grs_j£tf their ecs tasy 
The trochaic half-trimeters catalectic pf 
• Silent, silent Night 


have been even better known to lovers of poetry for a 
long time The first triplet, at any rate, is unsurpassable, 
and the still rapture of it only contracts in the right way 
with the rush of the iambics in an equally famous stanza 
of another fragment 1 The absolute mastery of substitu- 
tion which distinguishes this unique poet appears almost 
as well as anywheic in “The Wildflower’s Song," and it 
is very interesting to observe the slight change of time 
which suffices to turn this into what may be called 
Blake’s “ Skeltonics,” of which “ The Fairy,” better known 
as “The Mairiage Ring,” is a famous example 2 His 


Silenlly, invisibly — 

Oh ' was no deny 
-He-took-herwrth-sr-sigh- 

If there are anywhere much finer examples of the effect of “ acephalous n 
third and fourth lines, inclining now (“1 rembling,” etc ) to trochaic suggestion, 
now (“ Silently/’ etc ) to monosyllabic opening, I do not know Lhem lliere 
is, however, parallel magic in 

% I laid me down upon a bank. 

Where Love lay sleeping , 

I hcaid among the rushes dank — 

Weepjng, weeping 


1 Silent, silent Night, 

Quench the holy light 
Of thy torches bright 

1 As I wandered the forest, 
The green leaves among, 
I heard a wildfiower 
Singing a s*ng, 
etc etc 
VOL III • 


Let age and sickness silent rob 
The vineyards in the night, 

But those who burn with vigoious youth 
Pluck fr uits before the light~ 

Come hither, my sparrows, • 
My little arrows, 

If a tear or a smile 
Will a man beguile, 
etc etL 
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magnificent trochaic dimeters catalectic — the greatest of 
all his metres — are nowhere shown better than in the 
centra] stanzas of the poem, only to be found faithfully 
rendered in Mr Sampson’s edition, but known to most 
Blake-lovers by Rossetti’s title of “ Broken Love ” 1 The 
miraculous lampoon on Klopstock, which has in consider- 
able part blushed itself off the face of the manuscript and 
away from the knowledge of man since Mr Swinburne 
described it forty years ago, is either “ Christabel " before 
“ Christabel ’’ and adjusted to burla, or Butler equivalenced 
into a wilder state of prosodic puckishness than Hitdibras 
itself displays But to find one of those contrasts so 
natural to Blake, one has but to turn orer three poems — 
two of them mere fragments — and find the “ soft repentant 
moan” of “Morning ” 2 In the dashed-off scraps oi 
epigram-fragment if* might seem idle to look for much , 
but we find in them not infrequent evidence of a nervous 
grip of the heroic couplet — once more contrasting, 
strangely enough to the novice if not quite so to the 
expert, with the ^Lolian harp murmurings of one part 
of the verse and the reckless doggerel (as some call it) 
of another A fair specimen of this last is the piece 
beginning j rose U p at j awn G f ^ay ( 

1 Seven of my sweet loves Lhy lenife 
Has bereaved of their life 
Their marble tombs X iault with tears, 

And with cold and shuddering fears 

Seven more loves weep night and day, 

Round the tomb where my loves lay, 

And seven more loves attend each night 
Around my couch with torches bright 
And seven more loves in my bed 
Crown with wine my mournful head, 

Pitying and forgiving all 
My transgressions, great and small 

“ Seven ” has all its own mystical virtues m prosody, for pretty obvious 
reasons, but this is the “ Song of Seven *’ in sense after sense 

2 To find the Western path, 

Right through the gates of Wrath, 

I uige my way 
Sweet Mercy leads me on 
With soft repentant moan — 

I see the break of day 
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but to see it in perfection we must go to the famous 
“ Everlasting Gospel,” which is once more “ Christabel ” 
endemomada^ while the “Auguries of Innocence” in the 
Pickering MS fall back nearly, but by no means quite, 
to regular octosyllables with little but the usual catalectic 
licence 

In all these lyrics (and if I seem to those not 
"entered” in Blake to have quoted too many, I shall 
"certainly seem to the initiated to have quoted too few), 
as well as in others down to the merest scraps and 
fiagments, there is a really extraordinary prosodic quality 
There is no mere "rocking-horse” fluency, no mere 
command of this, metre or that in average consummate- 
ness, with perfection after a sort, but without variety or 
individuality The poet has so thoroughly and in- 
stinctively g rasp ed thej^sential values of his measures 
that he can convert these values — monosyllabic, dissyllabic, 
or trisyl labic; — with the unei ringness of an accomplished 
mo ney- teller And what is more, he can be really 
“regular” — that is to say, can substitute feet, or within 
limits increase and diminish length of line, at no danger 
to the general prosodic scheme In direct and glaring 
contrast to almost the whole poetic habit of the eighteenth 
century, mere mechanical regula rity finds in him some- 
body who does not want it, does not care for it, will not 
have it, and who yet nejvei^ rmsses—the- regularity- that is 
beyond and above mechanism,. His regular verse, even 
as Bysshe counted regularity, his equivalenced varieties, 
and his “ doggerel," all bear equal testimony to this in- 
eradicable sense of foot- and line-value , and the result is 
that, by any one who desires really to understand English 
prosody, there is no verse, within a small compass, so 
valuable as his 

It is, however, not in the least surprising that he found The 
pure verse insufficient — or at least galling and hampering Bo l ’™ s phctlc 
— for his “prophetic" exercitations He has indeed 
managed to put into it some of the cream of these, an3 
many interesting by-passages But English lyric is a 
spirit too delicat e for the commands of a mysticism which , 
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though nothing in the world so little as “e arthy and 
abhorred,” is somewTiat~~c haotic and gigantesque My 
own impression is — the other BlaRTfes TOay pity or disdain 
me as a mere sojourner^m the court of the Gentiles if 
they like — that Blake could have distilled everything 
that was valuable from Tind to Jerusalem,, and (if it was 
later) Oothoon , with anything else that may have peiished 
in the hands of the accursed Tatham, into the forms of 
“ Broken Love," and “ Auguries of Innocence,” and “ The ' 
Everlasting Gospel ” — if Fate and his own rather wilful 
will had let him But he was “ let ” in the opposite 
sense , and prose, ordinary or rhythmed, approaching 
sometimes close to very long regular forms, of verse, 
served hnn for the first utterances o f 11 ihe visi ons that 
hit i soul had seen. ” The discussion of this part of his 
writing belongs partly to that most mtei esting History of 
Prose Rhythm which I should like to write, but am not 
now writing , yet to leave it entirely undiscusscd here 
would be out of the question We have a sort of 
authoritatne pronouncement of his own on the subject, 
but, as veiy often happens, it is not desirable to take this 
too seriously Afterthought has geneially a great deal 
moie to do than forethought with these explanations, 
and it is noteworthy that this one occurs in the very 
latest of Blake’s important “ piopli&U<r“~utTeiances 
It 1 runs thus — 

. “ When this verse was first dictated to me [j Blake, as is 
well known, disclaiming all " authorship ” in the ordinary 
sense of the term ] I considered a monotonous cadence like 
that used by Milton and Shakespeare and all writers of 
English blank verse, derived [tlelivered ?] from the modern 
bondage of rhyming, to be a necessary and indispensable 
part of the verse But I soon found that, in the mouth 
of a true orator, such monotony was not only awkward, 
but as much a bondage as rhyme itself I therefore have 
produced a variety in every line, both in cadence' and 
nmpbei of syllables Every word and every letter is 
studied and put into its place The terrific numbers are 

1 Jerusalem , p 3. 
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r eserved for the teinfic parts, t he mild and gentle jbr~the 
mild_ a nd ge n tle_ _pa r t s , and the prosaic Jo r_ 1 n_£e riQi_pa r t s 
All are necessary to each other Po etry fettered fette rs 
the human race '5 

01 this— -interesting as it is, both in itself, in its 
context, and in the bearing of the whole last clause oft 
the ideas of the whole century preceding — we need not 
perhaps accept much more than the word "bondage” 

It may be frankly allowed that the result is more accept- 
able than the specimen of “ monotonous cadence ” 1 which 
piecedes the words themselves But we shall venture, at 
whatever cost, to take our usual way with Blake, and to 
go patiently thiough the actual books with a few prefatory 
remarks on the probable sources of the forms we shall find 

The first of these sources was, beyond all possibility of Models? 
reasonable doubt, the Authorised Vession of the Bible, in 
its mode of handling the poetical books and passages of 
the original The second, which, since Blake has been 
more studied and appreciated, Ins disciples seem rather to 
"shy at,” but which seems to me almost as unmistakable 
as the first, is Oisian ( vide Excursus at end of this 
chapter) The third was, perhaps, Swedenborg , and the 
fourth must have been something of the German tendency 
to long loose unrhymed lines which, with other German- 
isms, came upon the last two decades of the English 
eighteenth century in various forms, from the Klopstockian 
hexameter to the Gessncrian “fioppings” in prose But 
Blake had far too much of that uncomfortable but energis- 
ing affection or possession which characterised his own 

'Ejr 

• Who, in mjsterious Sinai’s awful cave, 

To man the wondtrous art. of \witing ga\e, 

Again he speaks in Lhunder and in fire — 

Thunder of thoughL and flames of fierce desne 
Even from ihe depths of llcll his voice I hear 
Within the unfalliomed caverns of my ear 
Therefore I print, nor vain my types shall be, 

Ileaven, Earth, and Hell henceforth shall live in harmony 

These are no bad couplets, and much more like Drydcn than like DarwTn 
or that luckless Hayley, his recent visit to whom Blake dismisses as “my 
three years’ slumbe* on the banks of Lhe ocean ” But they would not have 
suited Los and Albion and the building of Golgonooza 
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“ Long John Brown ” — the devil in the interior — to follow 
any one of these exactly or slavishly In most of the books 
he deviates sometimes into more or less regular verse , 
fourteeners and sixteeners are very liberally peppered over 
most But, once more, let us go through them 

The piece sometimes accepted as earliest bears no title 
and is not contained in the thesaurus of Messrs Ellis and 
Yeats , but was partly printed by Mr W M Rossetti in 
The Monthly Revieiv for August 1903, and reprinted,' 
after the strange fashion of editorial meddlement from 
which Blake has suffered so much, m Mr Ellis’s type- 
edition It bears out the prefatory remaiks to Jerusalem 
as far as they have been accepted here, for it is blank- 
versed prose 1 

The next, T inel, displays the results of feeling the 
“ bondage ” It has., blank-verse rhythm , but the lines, 2 
though fairly regular in apparent length on the page, are 
extended syllabically Fourteeners and sixteeners are 
common here, and there are frequent redundances , but 
on the whole the iambic cadence is unbroken The 
effect, occasional felicities excepted, is not very good , for 
these long lines want rhyme even more than shorter ones, 
and the scheme is too monotonous compared with that 
of Whitmanian or later Blakite rhythmed prose 

The Book of Tkel, which opens with a lyrical stanza, 
employs something of the same measure 3 as Tinel , but 

1 As thus “‘Woe,’ cried the Muse, tears started it the sound, Grief 
peiched upon my brow and Thought embraced her, 1 Wlnt does tins 
mean ?’ X cried, ‘ when all around Summer huh spread her plumes and tunts 
her notes’” This arranges itself easily enough, Lhough the origin il line- 
lengths as written hare a (probably deceptne) suggestion of Alexandrines 

“Woe,” cried the Muse (tears started at the sound), , 

Grief perched upon my brow and Thought embrac’d her , 

“What does this mean?” I cried, "when all around 
Summer hath spread her plumes and tunes her notes ” 

2 With Myratana, once the Queen of all the western plains, 

Were we not slaves till we rebelled ? Who cares for Tinel’s curse ? 

3 The opening block will do well enough, though a longer extract than 
oflr space permits would be needed to show the “paragraph” effect Thel 
and Tinel , however, are easily accessible in eye-saving type 

The Daughters of the Seraphim led round their su/my flocks, 

All but the youngest she in paleness sought the secret air, 
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the poet has grown more expert with it, it is much more 
systematised, and not seldom the staves or tirades are 
constructed of pure fourteeners modulated to something 
like blank-verse paragraph-effect This suits well enough 
with the tender and graceful quality which has been 
generally recognised in Thel , as bringing it close to the 
Songs 

The very different temper of The Marriage of Heaven The Mamage 
• and Hell required, and received, a very different form °^‘ aven and 
The opening has been spoken of as in “irregular unrhymed 
verse ” , but it is even more like prose than irregular 
unrhymed verse has a habit of being, and it soon becomes 
prose pure and t simple, though frequently rhythmical, 
whether in the. broken- axiomatlc'-forth of the famous 
“ Proverbs of Hell,” or in continuous narrative. Nor is 
the final “ Song of Liberty ” very different, though it is, 
of course, lyru^-yrfOse— 3 . division which may some day 
be found useful. 

As has been mentioned above, I was — until the whole The French 
of this notice of Blake, except the present paragiaph, was Kevolut ‘ on 
actually in type — under the impression that the printed 
first book of the French Revolution (1791) had utterly 
disappeared But certain friends of mine who happened 
to see my proofs knew better, and their great kindness 
asked for me what the even greater kindness of the 
Linnell Trustees granted — the privilege of seeing a copy 
It would be an irrelevance, and, in fact, somewhat of a 
breach of faith, to make any general critical remarks on it 
here, or to describe and criticise the substance. I shall 
merely say that I am utterly at a loss to understand how 
]V[r Swinburne, especially considering his general opinions 
at the time, could have thought it “ mere wind and 
splutter” We are here only concerned with its form, of 
which the few persons who have hitherto mentioned it 
say absolutely nothing. It consists of about three 
hundred lines of great length — much longer than the 

v — 

To fade away like morning beauty fiom her mortal day 
Down by the river of Adona her soft voice is heard, 

And thufher gentle lamentation falls like morning dew 
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average prophetic “ prose-verse ” analysed below On the 
page these lines appear pretty equal , syllabically they 
vary from about sixteen to about twenty-one, nineteen 
being a very common length The metrical norm is a 
seven-foot anapmst, sometimes cut short, sometimes ex- 
tended, and undergoing substitution of the most unlimited 
kind, with the result that the rhythm constantly approaches 
(and sometimes very closely) the long swinging forms of 
which Mr Swinburne was himself so fond in his later ' 
days, and which Tennyson sometimes tried, while occasion- 
ally dactylic heptameters, conglomerations of amphibrachs, 
and a whole ItaTSfdoscopic-siialWf" of systems are suggested 
I am most kindly permitted to quote a ( s well as to read 
and comment , so I choose some half-dozen striking 
individual lines, and a batch of another half-dozen like 
those taken from the other books below As Blake 
positively asserts that the rest was finished, it is to be 
assumed that the form was the same , but he certainly 
laid it aside later Page 5 

Then the ancientest peer, Duke of Burgundy, rose from the Monarch’s 
nght hand, red as wines 

From his mountains, an odour of war like ripe vineyard rose from his 
garments, 

And the chamber became as a clouded sky , o’er the council he 
outsti etched his red limbs, 

Cloth’d in flames of crimson, as a ripe vineyard stretches over sheaves 
of corn 

The fierce Duke hung over the council , around him ciowd, weeping 
in Ins burning robe, 

A blight cloud of infant souls, his words fall like purple autumn on 
the sheaves 

(Is it not easy to guess how Blake would have en- 
giaved this?) 


Sick the mountains and all their vineyards weep in the eyes of the 
kingly mourner 


Fbr the Commons convene in the Hall of the Nation France shakes 1 
And the Heavens of France 
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Eternally rushing round like a man on his hands and knees, day and 
night without rest 

Crying Hide from the living 1 our bonds and our pnsoneis shout in 
the open field 

For the ba ts of Chans are burst , her millions prepare their fiery way 

Seest thou yon|der dark cas|tlc that moat]ed around | keeps this cil|y 
» of Pa | ns in awe 

While they vote | the remo|val of war | and the pestilence weighs | 
his red wings [ in the sky 

Get rhyming^ syllables at “ cn.ytle ”* and “ anwnd,” at 
“ removal ” and “ pestilence,” and every one will recognise 
the tune It is probable that when, later, he discarded 
the form, it was because this tune was too prevalent 
But it is certainly not unsuited to the narrative-dramatic 
character of the piece 

In the great group, however, to which the name of Alhon, 

“ Prophetic Books ” proper has been by some, perhaps a ancf 

little arbitrarily, restricted, the return to quasi-poctic form 
is marked and universal, though there is nearly as marked 
a progression , from the almost regular extended blank 
veise of Tiricl and Thel to the structure — much more 
elaborate and sometimes hardly iambic at all — of Jeru- 
salem The Visions of the Daughters of Albion, one of the 
most interesting of the books in many ways, is not least 
so in the way in which it bungs the not flaccid but mild 
and gentle measure of Thel and Tiriel into line with the 
sterner subject of the piece, and with the wonderful designs 
which, if they cannot be said exactly to illustrate it, clothe 
it with an atmosphere of magnificent gloom, and haunt it 
with figures of passion and terror Already the iambic 
staple changes itself, not merely into equivalences — of 
these, as we have seen, Blake had been from the first a 
master — but into prosodic phrases and values, not equi- 
valent by the laws of verse, though admissible by thoSe 
of rhythmed prose In fact, just as I have suggested the 
“Mad Song ”• and other poems as examples typical of 
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verse-prosody, so are numerous places of these books typi- 
cal/of what we may call with no uncomplimentary intent 
Hjasiard-rhythm ” — that is to say, neither pure verse nor 
pure though rhythmical prose, but a hybrid between them 
America and Europe are, in this as in other ways, 
closely connected with Albion But in Unsen we come 
to a remarkable change which persists through Los and 
Ahama Here the poet-engraver has ai ranged his text 
in double columns, which necessitate, of course, much ' 
shorter lines , and these are, sometimes at least, real lines, 
not mere line-halves, separated for the convenience of 
arrangement Sometimes (as in Unsen , page 4, stanza 
7 *) the rhythm* suggests, and indeed insists upon, 
that favourite eighteenth -century measure, the three-foot 
anapmst , and sometimes, again (page 9, stanza 6 2 ), it 
almost arrives at the .immense improvement of this which 
Byron and Praed and Mr Swinburne were to achieve, 
with even a suspicion of rhyme He will drop further 
into regular three-foot iambics, and the short throbbing 
rhythm seems to force itself into harmony with the 
writhing forms beneath, above, or opposite the “ letter- 
press ” (See also 23, 4) These short lines arc in Los 
less essentially short than in Unsen , and enjamb much 

1 And a roof, | vast petnjfic around, 

On all | sides he fram’d | like a womb, 

While thousands of livers in veins 
Of blood pour down the mountains to cool, 

The eternal fires beating wiLhout 
brom b ternals and like a l>Uck globe 
View’d by sons of Eternity standing 
On the shore of the infinite ocean, 

Like a human heart struggling and beating, 

The vist world of Urizen appear’d 

2 In ahorlnblc dream |ful sluin|bcr, 

Like the linked | infer) nal chain, 

A vast spine writh’d in torment 
Upon the winds, shooting pain’d. 

Ribs | like a bendjing cavjein, 

And bones | of sojlidness fioze 
Over all his nerves of joy 

And a FirsL Age passed over, 

& And a state of dismal woe 

Those who think that Blake always indicated the valued ed by writing it 
without ail apostiophe may question the first marked couplet, but the second 
remains 
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more frequently , and the same is partly the case with 
Ahania, though the last chapter of this seems to have 
great difficulty in preventing itself from being regularly 
lyrical. It has been said that more or less regular lyrics 
occur in some of the Books , and they will be found duly 
collected by Mr Sampson 

One approaches Vala or The Four Zoas with some The Four 7 ms 
misgivings , for the eye of man (at least of this man) is ( Vala ) 

* not equal to deciphering much of Messrs Ellis and Yeats’s 
facsimile of part, and their typographic representation of 
the whole has been questioned by no less formidable and 
competent a critic than Mr Sampson himself Putting 
the two together, ^however, it is quite clear that Blake had 
now abandoned the short line and gone back to the long 
one of Albion , to which he thenceforward always, or almost 
always, adhered In these generally, though the regular 
or almost regular fourteeners and sixteeneis often appear, 
what we have called the “ bastard rhythm ” is most 
prevalent , and it becomes more and more so in Milton Milton and 
and in Jerusalem. Indeed, in these remarkable journey- 
mgs “from Camberwell to Golgotha,” and in the very 
un- Miltonic utterances of the Bard in the midst of 
sketches of Blake’s cottage at Felpham and encadrements 
from Stonehenge, the almost smooth and almost solid 
blocks of fourteeners that we still find in Vala are much 
rarer, though I would hardly dare to say that they do 
not occur ' 

1 Here are some examples — 

Albion type ( Visions, p 5) 

Does Lht while worship at thy footsteps as the hungry flog? 

Or does he scLnt the mountain prey, because his nostrils wide 
• Draw in the ocean ? docs his eye discern the flying cloud 

As the riven’s 03 c ? or does he measure the expanse like Llie vulture ? 

Does the still spider view the cliffs where eagles hide their young? 

Or does the fly rejoice because the harvest is brought in ? 

Does not the eagle scorn the earth and despise the treasures beneath ? 

But the mole knoweth what is there, and Lhe worm shall tell it Lhee , 

Does not the worm erect a pillar in the mouldering churchyard ? 

(Fourteener cadence, breaking down, or out, into non metrical prose 
rhythm ) • 

Vala type {Niqkt, vn p 69) 

With a crash breaking across, the hornble mass comes down 

Thund’ring , and hail and frozen iron hail’d from the Element 
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It is to be hoped that few readers will have failed to 
perceive, to some extent already, why so much space has 
been given to the piosody of a poet who, vastly as the 
appreciation of him has increased in the last thirty or forty 
years, is probably still regarded by most peopl e as a sort 
of ins pired dogrerelis t- if not as a doggerehst without the 
inspiration, while the appreciation itself has provoked the 
usua \banal reaction_,againstliim The reason simply is that, 
in the first place, no poet since Shakespeare seems to me 
to have had such an instinctive mastery of the great 
principle _of .perfected Engl ish prosody; — foot -corn positio n 
with free substit ution., and that, in the secon3 _ place, 
Blake shows the way to the progress tn this line made 
by his younger contemporaries and followers, the poets 
of the nineteenth century proper The way in which he 
extends this command to the slippery, doubtful, and as 

' Rends thy white hair Yet thou dost, fix’d, obduiale, brooding, sit 
Writing thy boohs Anon, 1 eloud Idled with t waste of snows 
Covers thee — still obdunLe, still lesolved, and writing still, etc etc 

(In this which h.is been kindly corrected for me, from a Lmnscnpl of the 
original, by Prof Ellon, the biohen lines and strong vancd pauses, show a 
remark ible change of scheme ) 

Milton type (p 25) 

They sing at the vintage This is the last vintage, and seed 
Shall no more be sown upon earth till all Lhe vml ige is over, 

And all gathei’d in — till the plow has passed over the nations, 

And the harrow and heavy thundering roller upon the mountains, 

And loud the souls howl round the porches of Golgonooza, 

Crying, “O God, deliver us,” to the Heavens or to die Earth ! 

(A different stamp altogether Metre almosL disappearing, blit a strong 
ihythmicil split, at or a little beyond the middle, prevailing, as if m a soil of 
lengthened Piet s Plowman scheme As lo a suggestion of Sigurd metre 
which has heen made, we may wait till we come to tbit jioim Of course 
there is wlaat. may lie. called a sub:tiatum of four teener geueially ) 

Jerusalem Lype (pure prose and st might forward blank verse sometimes, 
as aL p 77, but {*i finally as follows (p 48)) — 

Beneath the bottoms of the graves which is Earth’s central joint. 

There is a place where contrarieties are equally true 
(To protect fiom the giant blows in the spoits of intellect, 

Thunder in the midst of Kindness , and love that hills its beloved , 

Because Death is for a penod, and they renew tenfold), 

• From this sweet place maternal love awoke Jerusalem 

(Not unlike the Milton , but with the central break less obvious, more 
enjambment, and every now and then, as in the italicijed line, a distinct 
hexametucal suggestion ) 
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yet almost wholly unregimented “ prose feet ” in his later 
or prophetical books is not strictly for us — it must be 
kept to something else, to be written si Dieu nous prete vie 
and opportunity The very regimenting just spoken of 
will have to be done there, though I have no fear of the 
result It will not break Blake, but make him In his 
verse proper there can "KcT no doubt about the matter 
except in those persons who have not given themselves 
*the trouble to understand it, who are still under the law_ 
of the syllabic or accentual Golgonooza. Let me refct 
readers once more to the scansion of the “ Mad Song ” 
given above , let me beg them, if they are sufficiently 
interested, to appdy it to all the other specimens given, 
and then to go to the actual corpus of Blake’s purely 
poetical work and continue the application They need 
not, as Rossetti did (very pardonably considering all 
things), “ fake ” imperfect lines That Blake left plenty 
of half-done work — work not even half done in many 
cases — is a mere historical fact But his half-done work 
has the root of the matter in it ; and his done work has 
root and stem and blossom and flower and fruit all at 
once, as if it grew in the gardens of Alcinous 

Cowper and Crabbe having been disposed of in the The 
last volume, and Burns and Blake duly dealt with in s ' dL 
this, the remaining verse of the last two decades of the 
eighteenth century may at first be thought to present a 
spectacle so forlorn — if not so absurd — that a page of 
gentle pity or gentler satire rnight suffice for it " That, 
however, would be hardly historical It would be im- 
pckisible duly to appreciate the virtue of Blake himself, 
it would be impossible to appreciate that larger, though 
hardly intenser, development which exists in the “ Lampads 
Seven ” 1 of the great Romantic return, and the smaller 
lightS'scaTtered round them, if we did not dispassionately 
contemplate and scientifically appraise D^rwin^ and Hay ley 

1 The earliest work of the elder of these — the Lakers and Scott — belongs, 
of course, to this j^riod , but it would be a pity to sever it from the later, 
to which, in some cases, it presents so strange a contrast 
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and the Della -Cruscans, -and. Ih cut— malleus Gifford, and 
the rest 

A very famous personage was mediaevally called stupor 
munch The stupors of my prosodic world are not few, 
but there are moments in which I am inclined to put 
Erasmus Darwin in the curial position, though with 
somewhat different reasons for stupefaction To perform 
the rite duly, Erasmus should be studied in the original 
quarto 1 published by Blake’s publisher (so far as he had ' 
any besides himself), and to crown and culminate the 
whole tremendous irony, partly illustrated by Blake him- 
self The frontispiece is not Blake’s engraving, though 
it is Fuseli’s work, and that eccentric* Swiss has here 
confined his eccentricity to making the plate just a little 
too big for the page, so that a small slice of it has to be 
doubled up, and (mojre commcndably) to a rather striking 
suggestion of a gnome breaking through the ground 
and offering rings to Flora, who is being attired by the 
Elements hlora, a plain person with a long yet slightly 
retroussl nose, is twisting herself in a very uncomfortable 
attitude, grabbing, without legarding them, at the fruits 
tendered by Earth, but eagerly looking at her plain self 
in a mirror presented by Fire , while Air, with a butterfly- 
winged hat of startling modernity, is sniggering quite 
intelligibly over the goddess’s curls, and Water, the best of 
the group, is contemplating it with an expression appai- 
ently meant to say, “ What a set you are 1 ” “ Emma 

Crewe" did a much prettier and not nearly so silly Flora 
playing with Cupid as frontispiece for the second , and 
Flaxman contributed some of those stately and impressive 
but rather bloodless compositions of his which always 
make one think of heroes in the Land of Shadows 
But as you turn over the pages you come to something 
with Fuseli’s name in the left-hand corner, but with 
“ W Blake, sc" at the right, and certainly suggesting the 
genial as well as eccentric Helvetian’s remark that Blake 

Was “ good to steal from” Colossus -wise, an 

enormous Anubis bestrides the Nile, his back to the 
1 The complete quarto London, Johnson *1791 
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spectator, pyramids at his right foot, and a great sistrum 
dropped on the bank at his left, his dog-face uplifted 
unseen, and his hands raised above it in prayer , while 
below and beyond a huge vague figure, with outstretched 
wings and arms, and looking as if, conventionalised a 
little, it had stepped out of the Book of Unzeti , fills the 
background with thunder, lightning, and with rain till the 
cataracts start the river itself I do not know whether 
the artist’s original drawing for this exists I do know that 
it makes me look wistfully for the engraver’s undulating 
scrawls of letterpress, with something about Enitharmon 
or Luvah or Urizen himsplf, to make it all clear and 
comfortable Tills is what we find instead 

Sailing in air, when dailc Monsoon enshrouds 
His tropic mountains in a night of clouds , 

Or drawn by whirlwinds from the. Line returns, 

And show’rs o’er Afric all his thousand urns , 

High o’ei his head the beams of Sirius flow, 

And, Dog of Nile, Anubis barks below 
Nymphs 1 t you from cliff to cliff attendant guide 
In headlong cataiacts the impetuous tide 

It is impossible not to think that good Dr Darwin 
must have turned with a slight sigh to the frontispiece, 
and thought how much nicer it would have been to have 
had some more nymphs, with fruits and flowers and 
baskets and mirrors and giggles, and a neat Sphinx and 
a ditto Memnon, and everything handsome as he had 
himself defined it As he says a little lower 

So in green vales, amid her mountains bleak, 

Buxtoma smiles, the Goddess-Nymph of Peak 

Why not give us Buxtoma smiling, instead of this great 
straddling monster ? 

It is, of course, quite easy to make fun of Darwin — 
though, by the way, it is uncritical to put his transition 
from hero to butt to the credit of The Loves of the 
Triangles Parody never killed: — it never even for airy 
length of time injured — anything that had not the, seeds 

1 Fuseli and Blake Have not given tlieir poor poet a single “ nymph” 1 

i * 
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of dea^jijind disease in itself But we are here concerned, 
if not solely with his versification, yet with his diction 
and substance only as they are connected with it Now, 
unfortunately, The Loves of the Triangles itself is not 
moie of a parody and a reduction ad absurdum of the 
style of Darwin than The Botanic Garden is a parody 
and a reduction ad absurdum of the style which (since 
vve have in the last volume taken every care to prevent 
an unfair and injurious misunderstanding of that short- 
ened expression) may be called for shortness “ the style 
of Pope,’’ of the metrical end and aim of everything from 
The Dispensary onward for all but a hundred years In 
fact, the great charm of Canning’s performance is that it 
is not a caricature of Darwin, but a caricature of the 
standard couplet of the entire eighteenth century The 
subject matters very little it is the form that is reduced 
to the absurd, with its “gradus epithet,” its stiff corset 
of pause and cadence, its cut and dried vocabulary, its 
obligatory periphrasis and personification When even 
Cowpcr could call Darwin’s verse “strong, learned, and 
sweet,” even if we allow a certain possible double meaning 
for “ learned,” there is nothing more to be said 

If the accident, or almost accident, of Blake’s engraving 
throws up the quality of The Botanic Garden , the contrast 
becomes more insistent and more comical still when one 
turns to The Triumphs of Temper That attempt “ to 
raise the dignity of a declining art,” of which “a few 
partial friends ” asserted that when compared with 
Tassoni it had “some degree of similar merit,” appeared, 
indeed, nearly twenty years before Blake was fetched 
down to Felpham to illustrate the Ballads on Anecdotes 
of Animals But, for its own greater bad luck, it just 
preceded the Poetical Sketches Let us give Hayley at 
Ins most ambitious, the opening of Canto V It will be 
observed that there is nothing of the mock-heroic here : 

* Why art thou fled, O blest poetic tune ? 

When Fancy wrought the miracles of rhyme , 

When, darting from her star-encircled thryne, 

Hei poet’s eye commanded worlds unknown 
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When, by her fiat made a mimic god, 

He saw existence waiting on his nod, 

And at his pleasure into being brought 

New shadowy hosts — the vassals of his thought. 

In Joy’s gay garb, in Terror’s dread array, 

Darker than night and brighter than the day , 

Who at his bidding thro 1 the wilds of air 
Raised willing mortals far from earthly care, 

And led them wondering thro’ his wide domain 
Beyond the bounds of Nature’s narrow reign , 

While their rapt spirits, in the various flight, 

Shook with successive thrills of new delight 

This last line 's really not bad of the rest there is 
literally nothing special or positive to say 

I do not think there is anything recorded (there is 
nothing in Boswell) as to Johnson’s knowledge or opinion 
of these Triumphs , but he could certainly, on his own 
principles, have found no fault with their form It is, on 
the accepted principles of the time, perfectly faultless , it 
is, on the principles which ought to be accepted through 
all time, “ faultlessly null ” 

It is pretty generally agreed that, whatever may have Gifford 
been the badness of Gifford’s temper and manners, it was 
to a certain extent excused by the folly of his victims 
But though the “ cankered carle " would probably have 
put me in the Baviad for saying so, I am bound to say 
that prosodically he is of very small account In fact, a 
couplet of his own — 

Happy the soil wheie bards like mushrooms rise, 

And ask no culture but what Bysshe supplies, 

goes into his own hand and pierces it so far as prosody 
is concerned Bysshe is his “ cultivator ” there The 
mechanical couplet — we have acknowledged it often — is 
better for satire than for anything else Gifford was 
thoroughly acquainted with all its masters from Jonson 
to Pope, and he “ beats it out, beats it out, with a clank 
for the stout,” as well as Joe Gargery could desire in the 
one way, or Bysshe himself in another. But it has nearly 
as little quality as Hoole’s own, and it shows, as glaringly 
as Darwin or Hayley, the need that this kind of verse 
VOL III D 
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should go on furlough, if not the advisability of breaking 
it up and reforming it altogether 1 

Still Gifford’s verse is at any rate “ manly, sir, manly," 
if of a very commonplace and Philistine type of manliness. 
That of his victims, and that of most of his contemporaries, 
except the great quartette, has little of the man, though 
much of the fribble, and whether written by men or women 
is as flimsy as it is machine-made Let us take, for example, 
the British Album itself , 2 with Della Crusca leaning his 
head on his hand in the frontispiece of one volume, and 
Anna Matilda’s loijks commercing with an unseen admirer 
(I presume) to the right of the spectator, in the other. 
Let us remfoice it with the Poems 3 of Helen Maria 
Williams — when she was fresh from those compliments of 
Dr Johnson’s, which, if he had lived a little longer, would 
certainly have been changed into language frightful to hear, 
when she was still loyal , when she dedicated to Queen 
Charlotte two little volumes — full half of the first of 
which is occupied by a distinguished list of subscribers, 
including a solid portion of the peerage, heavy contingents 
from either bench, and a great multitude of dons, ladies, 
knights, esqunes, doctors of physic, and barristers-at-law 
Helen Maria, who may have the pas because she was once 
pretty and good, and even apparently not always silly, 
wrote a tolerable hymn or two in the days before she 
threw her bonnet over the mill and put on a Cap of 
Liberty instead But, according to the odd law noticed 
in the last volume, her profane poems weie very inferior 

1 The tempting subject of the other (chiefly politicTl) satirists of 1780 1800 
must be merely glanced at, though if any one will in his turn glance at an 
essay, “Twenty Years of Politic il Satire,” contributed to Maitntllan's Magazine 
in March 1890, and reprinted in Essays in Eniph \k Lite) atm e (Second 
Senes, London, 1895), he will see that my passing them over is not due to 
ignorance or want of interest The prosodic part of the matter is excellently 
furnished, from Wolcot and the Rolhad to Canning and Frcre Canning 
especially is quite diabolically expert at all his weapons, from the mock- 
stateliest iambic to the anapeest in its most acrobatic altitudes and altitudes 
But, as we saw in the last volume, there was nothing veiy new in this — 
though certainly llpvould be difficult to find earlier things quite so exquisitely 
high-jmkative in motion as the Elegy on Jean Bon Saint-Andr£, and the Song 
of Rogero, and the immortal celebration of “pilhos and bathos delightful 
to see ” t 

8 Third edition, 2 vols , London, 1790 3 London, 1786 
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to her sacred It is hard to say whether the couplets of 
the text of her Peru, or the quatrains of its Dedication to 
Mrs Montagu, show the imperative need of a break-up 
most Her irregular " Fragment ” is machine-made Gray 
or double-shoddied Mason Her epistle to “ Zeluco ” 

Moore consists of the most insignificant octosyllables that 
one could easily find and her common measure for once 
justifies the (as a whole) most unjust judgment of Miss 
Julia Dabney ( 'v tnf^) as to the relative virtues of 
that metre Now all these are, once more, as the regular 
prosodic books go, absolutely faultless It is very 
difficult to read them with much attention through, but 
I do not think l^iat there is a syllable too much or too 
little, a “ wrenched accent,” a false rhyme, an eccentric 
pause, a licentious overrunning, anywhere in them Yet 
these numbers, so carefully fulfilled, are utterly numb and 
dumb they have absolutely nothing to convey to us 
that might not be conveyed by the same words arranged 
as prose, or as verse different from that actually adopted 
They reduce prosody and versification, as nearly as 
possible, to an absolute blank There is, at any rate, 
more variety and positive quality in the co-operative 
efforts of “ Della Crusca, Anna Matilda, Laura, Arley, 
Benedict, Cesario, The Bard, etc etc ” 1 2 These last ampers- 
ands are not to be neglected, for some of their works (as 
presumably the unsigned pieces are) be very precious 

The curious thing is that though, like the people of The Delia 
Paraguay, they mostly “continue idiots,” their id^itic-? ruscans 

Vwaters are now and then half--angejically_ troubled— after a 
fashion for which we shall look in vain in their far from 
idiotic censor, in vain in respectable poetasters like 
Hayley and Darwin and Helen Maria “ A Tale of 
Jealousy ” — the work of one of the etceteras apparently 
— is the most dreadful lubbish, Monk-Lewis-and-watcr- 
moistened, a compost in which any brisk young person 


1 Chapter on American Prosodists 

2 This string actually occurs on the title page of the Album , though, from 
Meriy’s prominency the whole book is not uncommonly spoken of as “Della 
Crusca ” 
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could grow three-pound-ten’s worth (I do not know what 
is the present price, but this is what it used to be) of 
sarcastic review or “ middle ” with an hour or two’s not 
disagreeable exertion 1 But in the middle of it comes 
this stanza 

Th’ awaken’d night with streaks of gold 
Her jetty robes began to lace 

Her drowsy car far off she rolled, 

The blithe Sun urging to the race 

Not much to be said for it as a whole, though there is 
a convalescent attempt at a conceit But look at that 
fourth line By§she, with whose teachings Gifford re- 
proached them, Gifford himself, Darwm, Hayley, Helen 
Maria, would have shunned, or at least have been afraid 
of, the presence of a word which almost insists on stress 
like “ Sun ” in the third place, especially between two 
such exceptionally “ long ” syllables as “ blithe ” and 
“urge” You can’t disaccent the Sun he will not stand 
it But give him his proper weight and length, and he 
makes, though in such odd company, a better line than 
you will easily find in all the gentlemen and ladies just 
enumerated 

It must be admitted that this is something of a 
chance-medley, Della Crusca (Merry) and Anna Matilda 
(Mrs Cowley, who, as in the Beilis Stratagem , had her 
moments of not being an idiot) give us, I think, nothing 
of this kind Their amcebcan octosyllables are as 
destitute of the slightest redeeming metrical quality as 
Helen Maria’s own, and a great deal sillier If anybody 
wants to see the heroic quatrain — which Dryden had 
nearly perfected in one direction, and Gray quite in 
another — reduced to the lowest grovel and drivel, let him 
read Merry on Wetter , or on Fontenoy He is a little 
better in some arrangements of lyric sixes , but her half- 
systematised Pindarics, “ Invocation to Horror," have been 

„ 1 When I wrote this I was not aware that the late Mr Armine Kent had, 
as long ago as 1885, written an article, reprinted in hi? posthumous Oha 
(London, 1905), on the subject But this was a full magM^e paper — though, 
oddly enough, Mr Kent afterwards came to write articles'^ the kind referred 
to in the text 

• s ■* 




chap l BURNS AND BLAKE 37 

misdelivered at the house of Derision . 1 All the same, 
in one of her own inconceivable phrases, her “ Lyre,” 
like his, “ correctly flings ” 2 And the praise bestowed upon 
Miss Williams is Merry’s also If they loved political 
anarchy, they adored and served prosodic correctness 
As far as I have ever read Merry’s tragedy Ambitious 
Vengeance , I have not found a line theoretically wrong — 
or practically right 

* And so it is with the others “ Arley ” (Miles Peter 
Andrews, playwright and powder-maker) must have been 
an amazing simpleton , yet even Ben could not have 
hanged him for not keeping of accent, ^nd he might have 
written securely, flf he had been a contemporary, “ Lines 
on seeing Dr Donne go to Tyburn ” The sonnets of 
“Benedict” (I forget who Benedict was) are feeble stuff 
enough as far as matter goes , but when “ Arley ” was 
actually calling collections of “ long measure " by the 
name, and when Bowles had scarcely published, they are 
very fairly exact representatives of the English form 
“The Raid,” otherwise 3 “The Charming Man,” otherwise 
Edward Jerningham, is a bard correct down to spelling 
" violet ” “ vi’let,” lest he exceed syllabically “ Emma ” 
and “Laura” and “Henry” too are well-conducted 
persons who would be pained by a reversal of stress, and 
horrified at a trisyllabic foot In fact, in this dead season 
of poetry, just before the renouveau, the principles of 
verse, according to the composition books, are as well 
known as the multiplication table, and quite as commonly 
observed 

These things are, and could hardly but be, a sign Moniofthis 

• 1 Horror ! I call thee from the moultfnng tower , 

The mu) ky churt hyard and forsaken bozuer t 
Where ’midst unwholesome damps 
The vap’ry gleaming lamps 
Of ignes fatui shew the thick-wove night, 

Where morbid Melancholy sits, 

And weeps and sings and raves by fils, 

And to her bosom strains the fancied sprite 
2 11 A feast so dear to polished taste 
As that thy Lyre correctly flings ” 

9 {BA 1 101 ) 

8 As he appeay in Horace Walpole’s letters to the Berrys 
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Attempts at 
rhymelessness 


Tht, 

hexameter 


Rhymcless 

Pindarics. 


Political tyrannies, it was said famously, come to end 
when cobblers begin to be afraid , prosodic ones are m 
most danger when poetasters delight in obeying But 
there was much more omen of change abroad than this 
indirect and negative symptom Even in the poor 
creatures just mentioned the appetite for ballad measure, 
though for a miserably insipid form of it, is noticeable 
Everybody took more and more the opportunities that^ 
offered themselves for Ansteyish anapaests, and by 
degrees Monk Lewis 1 and others applied the metre to 
serious, or at least would-be tragical and would-be 
passionate subjects, in imitation, doubtless, of the 
‘Germans But this German mfiuence'was also art and 
" part — it was, in fact, the main, though not the sole agent 
— in a far more serious and deliberate revolt against the 
rhymed couplet than any of these things, or even than 
the constantly increasing fancy for blank verse which 
took a fresh date from the popularity of Cowper 
This was the attempt to write rhymeless metre in other 
than decasyllabic form It had two divisions The first 
was the attempt to revive the English hexameter , the 
second, to start rhymcless measures m English rhythm 
not limited to “ tens " 

The first was, if not exactly the more important (we 
shall make this restriction good later), by far the most 
continuous, obtrusive, and debated There has practically 
been no cessation of attempts to get the dactylic hexa- 
meter to work in our language for more than a hundred 
years, that is to say, for the entire nineteenth century, 
and for as many years that side of it as this It will, 
therefore, be best to treat these also continuously in 1 a 
chapter towards the end of this history, and merely to 
point out here that the origin, if not the persistence, of 
these attempts must have been partly due to the time 
being “ couplet-sick ” 

The writing of rhymeless Pindarics — as they may 
perhaps best be called, that is to say, of staves varied in 

1 Who, for some more modern touch in him, is rttjcrved to the next 
chapter 
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hn ^-length b ut des titute of rhy me — has been much less 
continuous , and there has been very much less of it 
But wc have seen a considerable revival of it recently , 
some attempt was made at an earlier time, in the middle 
of the nineteenth century , while towards the meeting of 
the eighteenth and nineteenth, and a little after it, a 
deliberate, determined, and vigorous effort was made m 
its favour, resulting, besides minor things, m the two 
•principal poems of substance and length which employ it 
in English — Southey’s Thalaba and Shelley’s Queen Mab 
The attempt to avoid rhyme in other forms than in 
the common blank verse, without attempting classical 
metres, was of course no new tiling, and we have 
registered its principal appearances But the person to 
whom the revived cult of it towards the period just men- 
tioned is due, and so the begetter, if not the author, of the 
two remarkable pieces just mentioned, was Frank Sayers, Siye^ 
a member of the half-famous literary coterie which long 
existed at Norwich, a physician by profession, but a man 
of varied antiquarian and literary interests, a poet in his 
way, and a diligent though not copious writer of “ Dis- 
quisitions” Of these he published a volume in 1793, 
containing among other things one on English metre, 
which William Taylor omitted from the Colleitive Works , 1 
in pursuance of Sayer's own omission of it in a second 
edition of 1808 The omission was not improbably due 
to the fact that the original disquisition was, as Taylor 
puts it, “ connected with the defence ” of the author’s 
own Dramatic Sketches “ against some remarks of the 
pcnodic critics," — perhaps also to the fact that in the 
meantime Thalaba had somewhat antiquated his appeal 
It is a very short paper, and contains more citation than 
argument the authors and poems appealed to being 
Peele in the “ Complaint of CEnone,” the “ Mourning Muse 
of Thestyhs,” attributed then to Spenser, Sidney himself, 
Milton, Watts, Collins’s “ Evening,” and the choruses oi 
Glover’s Medea 

1 Two vols , Norwich, 1823 Observe “ Collects ” It was a point of 
honour with Taylo# to say nothing as other people said it 
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The excellent and marvellously-styled Taylor thought 
the Sketches “ an imperishable monument of British 
Poetry,” and a German named Neubeck, who translated 
them, 1 2 * * * * * considered them “full of overpowering beauties” 
As a matter of fact, there is very little poetry, and that 
of the mildest kind, in Sayers “ The Descent of Frea ” 
(he had not only been introduced by Taylor to the 
German, which that good person had " pervasively 
studied,” but by Percy and Mallet to things farther* 
north) is rhymed But in Motna, a “ British tragedy,” 
the choruses are blank, and there is no doubt that such 
things as that which comes at p 43 s not merely supply a 
valuable symptom now, but exerted a powerful influence 
then To do Sayers justice, he has evidently taken great 
pains to observe scale, and to avoid that perpetual 
suggestion of colloped and sippeted blank verse which, 
as we shall see, dogs the style But where he succeeds it 
is generally at the cost of anything like melody It is 
really, what good blanks had been falsely called, "measured 
prose” And when his subject or something else brings 
music to him, back there come with it the chopped and 
twisted blanks 8 

1 Thcie was a great deal of this translation going on in both directions, 
and it may be remembered, to the credit of a certain Dr Julius, that he 
translated “Tile I iger ” and other things of Blake's long before they WLre 
well known in Lngland 

2 Hail to her whom Frea loves, 

Moina, hail ' 

When first thine infant eyes beheld 
The beam of day, 

Frea from Valhalla’s gloves 
Mark’d thy bnth in silent joy , 

]' rea, sweetly smiling, saw 

The swift wing’d messenger of love * 

Bearing in her rosy hand 
The gold-tipt horn of gods 

8 Page 84 

Dark, dark is Moines bed, 

Oil eaith’s hard lap she lies 
[Where is the beauteous form 
1 hat heroes loved ?] 

[Where is the beaming eye, 

The ruddy cheek ?] 

Cold, cold is Moina’s bed, 

And shall no lay of death v 


V 
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The choruses of Starno 1 are also unrhymed and 
(naturally) those of the translation of The Cyclops Sayers 
also attempted a regular ode to “ Night,” on the exact 
pattern of Collins, a sort of prosodic “tracing" m forcible- 
feeble diction 2 , and he also wrote no inconsiderable 
amount of ordinary rhymed verse in various forms of 
perfectly ordinary eighteenth - century quality, some 
sonnets, some Spenserians, and a fair amount of (again 
• ordinary) blanks But he seems to have either instinct- 
ively or intentionally eschewed the couplet a symptom 
again At any rate he is the founder and father of the 
attempts in un-rhyme during the past century 

The amiable though far from over-sfimulating Bowles 8 Eowies 
deserves a place here, as will be anticipated, not quite 
solely, but mainly, for his Sonnets The blank verse of 
his longer poems is indeed by no means contemptible as 
verse , for it has shaken off the Miltonic affectations of 
Cowper, and has an excellent variety of run and mould. 

The want of idiom and distinction in his diction, and the 
commonplaceness of his thought, are what prevent Bowles 
from ranking among really poetic poets It is interesting 
to note that, though an apostle of varied pause, he was 
by no means fond of extreme enjambment , and he has 
a curious fling at it in one of his later prefaces 4 


[With pleasing murmur soothe 
Her parted soul ?] 

[Shall no tear wet the grave 
Where Moina lies ?] 

The hards shall raise the lay of death, 

The bards shall soothe her parted soul, 

[And drop the tear of grief 
On Moina’s grave ] 

# It will be observed that each of the couplets enclosed in square brackets 
is simply a blank-verse line, arbitianly split 

1 The name is Ossiamc Sayers speaks guardedly of the “works attri- 
buted to Ossian ” , but I have no doubt that the immense influence of 
Macpherson {v Excursus inf) had a good deal to do with his rhymelessness 

2 Hither, O queen of Silence, turn the steeds. 

The slow 7 paced steeds that draw thy ebon car, 

And heave athwart the sky uv ^ 

Thy starry studded veil 

3 Complete Poems , ed Gilfillan, 2 vols , Edinburgh, 1855 

4 That to Bamiell Hill (1829), which is of some prosodic interest 

# 
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But in prosody as in poetry generally, those fourteen 
sonnets, which distress of mind and desire of money 1 made 
him compose and offer in the year of the French Revolu- 
tion to a bookseller, estate him, with next to no other 
title, but securely How they affected Coleridge almost 
everybody knows , it is a not unimportant piece of 
evidence in the question whether Southey took his interest 
in Prosodia Liberata from Coleridge or not, that he felt 
this influence just after he left Westminster and therefore ' 
before he met Coleridge , and it was widely shared No 
doubt their tone — the new interest in nature, scenery, 
and historical association, the still newer intensifying of 
this by the “pathetic fallacy ” — did much But we must 
not defraud the prosodic appeal of its lights For just 
as this remarkable form was sovereign m the sixteenth 
century against loose doggerel, so it showed itself sovereign 
now against hide-bound couplet The lbythm-scheme of 
Bowles's attempts in it is not very strict , 2 but for that 
very reason it supplies a more serpentine and poly-rhymed 
paragraph of verse, with undulating motion and soft 
explosion of final music-echo, to contrast with the tick- 
tick and rattle-clatter of the couplet 

1 Sec Lhc interesting autobiographic Preface of 1S37 fur this and other 
matttrs referred to in the above paragraph 

2 He says in the Pitface above referred to “I thought nothing about 
the strict Italian model the verses ndurally flowed in unpremeditated 
harmony as my ear direeltd ” As far as comeioumtss goes, he no dnubL 
here foi mulatto the usual fact 


« 
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If the introduction of Oman into this history meant any 
attempt to meddle with the Matpherson problem at large, the 
present writer would simply “shudder and bolt” Fortunately 
it does not There is, I believe, no poirjt on which there is 
less dissidenc e between competent authorities than on this — that 
however much or however little influence actual Gaelic texts 
had upon Ftngal and Femora , etc, the 11 regular prose-verse or 
verse-prose in which these productions are couched owes 
nothing to any Celtic source m point of form Whether 
Macphcrson was a patriotic and fortunate discoverer of things 
that had never been seen before, and were never to be seen 
again , or a pure forger , or only an extremely ingenious 
“faker” of a conglomerate of the genuine and the spurious, — 
all this matters to us not at all What does matter to us is 
that his vehicle is somewhat remarkable in itself, is very much 
more lemarkable in the influence which it exercised, and is 
perhaps most of all remarkable because of the testimony which 
it gives to the drift — the appetite — the desires of the time 
The reader is already aware that I attach, rightly or wrongly, 
much more importance to tins than to anything elst, and quite 
infinitely more than to the expressed opinions of prcceptist 
prosodists For these are “what the soldier said,” and nothing 
more , the other is evidence 

In the same way this long-suffering reader ought to be aware 
now (if he cares to be so) that much less importance is here 
aftached to supposed “ originals ” in particular cases than to the 
said drift, appetite, tendency, manifesting itself in individuals as 
well as in groups or nations Whether Macphcrson had any 
one special archetype before him in arranging his blank verse, 
or measured prose, or whatever it is to be called, I do not know 1 
My excellent predecessor, Blair, writes merely as follows — 

1 The, author himself, who wh iLever Use he was, w is beyond all doerU^ 
an exceedingly dever man, takes good cire to throw veiy little light on the 
matter in his Preface of 1773 but he gives .1 sample of “another poem " [uno 
excusso non dific c’ alter) 111 prose and verse, the latler of which is in fair 
machine made ci^iteuuth- century couplet 

43 
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“The measured prose which he has employed possesses 
considerable advantages above any sort of versification he could 
have chosen Whilst it pleases and fills the ear with a variety 
of harmonious cadences, being at the same time freer from 
constraint in the choice and arrangement of words, it allows the 
spin L of the original to be exhibited with more justness, force, 
and sublimity ” He rather pities “ the poet ” for being stripped 
of his native dress, “divested of the harmony of his native 
numbers,” but urges that “if he still has power to please,” he 
must be an uncommon genius 

What Macpherson’s own words do show beyond reach of 
scepticism is that he felt the want of “ simplicity and energy " 
in the verse of his time and though he also speaks, in the cant 
phrase, of “ the fetters of rhyme,” there can be no hesitation in 
assigning his decision, in part at least, to the misgivings which 
we have traced, and are tracing, as to the artificiality and the 
feebleness of the couplet — misgivings which, mutatis mutandis as 
to the actual form, were spreading all over Europe, and were 
showing themselves in a dozen different ways 

Macpherson’s way may have been suggested to him by more 
originals than one or two , but there is, I think, little reason to 
doubt that the most important influence of all was that of the 
English Bible in such passages as the Song of Deborah, the 
Lament of David for Jonathan, nearly the whole of the Book of 
Job, and large portions of the prophets, especially Isaiah I do 
not know what his knowledge of foreign and classical languages 
was, but certainly any literal translation of a Greek chorus, even 
any one of an Italian canzone , might have given him hints And 
I do not know that he did not take some from English Pindaric, 
the popularity of which had not wholly waned when he began 
His chief special secret, as it seems to me, is the sharp and 
absolute isolation of sentences of unequal length There is 
hardly anywhere, in verse or prose, a style so resolutely cumula- 
tive, while maintaining such complete want of connection 
between the constituents of the heap Each sentence conveys 
its meaning completely — as far as it goes 1 • 

I do not think that Macpherson has any special moulds or 
types of rhythm As this sort of writing practically must do in 
English (and as, we see, Blake’s borrowing of it did much more), 
it not unfrcquently slips into fourteener 

The king alone no gladness shewed, no stranger he to war 
" Ternora , bk vi p 1 1 9 

And actual blank verse is, of course, still more inevitable “Six- 

t 

1 My references are to the * ' new edition ” (a vols , London, 1796) 
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teeners ” or flattened out octosyllabic couplets, also frequent in 
Blake, are common 

Tall Morla came, the 'ion of Swarth, and stately strode the youth along 

Fingal, bk 11 p 227 

But the effect is best when these definite crystallisations of metre 
are avoided and the prose is left to run merely rhythmically 
Even in these the decoying character of metre is evident — the 
way in which, if you venture on its inchoate stage of rhythm, 
• you are drawn to complete the whole For instance, in one 
passage you get, if you reverse the order as follow's, simply the 
half of an anapaestic stanza, like “Come into the garden, Maud ** 

And the lake is settled and blue m the vale 
When the sun is faint on iLs side 1 

Pitigal, bk 111 p 239 


1 Hue is a similar one in the light order 

When it shews its lovely head on the lake, 

And the setting sun is bright 

Camc-Thura , 1 49 

In fact the combination is frequent three pages farther you find 
By the mossy fountain I will sit 
On the top of the hill of wind , 

and in Carthon , p 73 

When the sky pours down its flaky snow, 

And the world is silent and datk 

Indeed, I have found dozens of them and still more single groups of three foot 
anipxsts And here are some otheis in which ihc slightest change, or hardly 
any, or none at all, makes obvious metit — 

[Oct quatrain ] 

Thy hand [it] touched the trembling harp 
Thy voice was soft as summer winds 
Ah me 1 what shall the heroes say ? 

For D irgo fell before a boor 

Note to Calthon and Colmal, 1 132 

[C M with rhyme, changing only plural for singular Note trisyllabic 
fool ] 

The waves dai k-tumble on Lhc lake, 

And lash its rocky side[s] 

• The boat is brimful in the cove, 

The oars | on the rock|ing tide 

Croma, p 122 

[Complete "Moorish, melody," with slightest change ] 

She turns | her blue eyes | toward the fields | of his pro|rmse 

[gathers] 

Where art | thou O Fin | gal? the night is gathering round > 

Comala, p 36 

The opening of Carthon — 

A tale of the times of old I the deeds of the days of other years 

may have suggested, the seven-foot aoapcestic rhythm of the French Revolution to 
Blake 
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Perhaps the form is at its happiest — which will not surprise 
us, dates and other circumstances considered — when it is least 
rhythmical and hardly metrical at all, such as in the passages at 
the beginning of the short poem “Calthon and Colmal,” above 
cited In fact, there are places where Macpherson, intention- 
ally or by oversight, drops his “ measure ” altogether, as, for 
instance, in this sentence from “Cathlin of Clutha” (p 159) 

The stringer stood by a secret stream, where the foam of Ralhcol skirted 
the mossy stones 

Of course you can, if you insist upon it, scan 

The stran|ger stood | by a se|cret sticam , 

but it is not natural in the context, and the whole cadence 
of the sentence is pC “the other harmony of prose,” not the 
poetic or the mixed And you will not uncommonly find entire 
passages of a very similar complexion 

But there is no doubt that, as the importance of Ossian for 
us consists wholly, so its importance for its own audience con- 
sisted very mainly, whatever good Dr Blair might say, in its 
hybnd prose-poetic vehicle, in the poetic licences (especially 
the inversion) of its diction, and in the resounding barbaric- 
poetic proper names Even this last was a feature of the rising 
disloyalty to the principles and practice of neo-classic writing 
It is true that Pope had not adopted, in so many words, Boileau’s 
almost incredulous horror at “ Childebrand,” but he, and still 
more the Popelings, were really penetrated by it Now “Oscar” 
and “Malvina” and “ Cnmora” and “Carrie- Phura” and “ Slarno” 
are prosodic factors in their own way , and they had almost as 
much to do as the mists and the tree-rustling and the lorrent- 
foarn with the production of that romantic — if rococo-romantic 
— influence which “ Ocfmi ” undoubtedly exercised on its own, 
and still more on the following generation 



CHAPTER II 

1 

THE HR ST ROMANTIC GROUT (THE LAKE POETS, 
SCOTT, MOORE, LANDOR, ETC) 

V 

Possible influences — Southey — His early perception of true doctrine 
— His piactice in Ballad — Thalaba — Kehama — Coleridge — 
The Chnstabel manifesto — Its looseness of statement — His 
prosodic opinions not clear — Supreme importance of his prosodic 
pia<./iu — Kabla Kkan — The A ncu >it Alannei — Recent ballad 
metre — Chnstabel — Wonderful blunders about it — His other 
prosodic titles — Wordswoith his theories on poetic diction — 
On “harmony of nutnbeis 11 — His actual prosodic quality — The 
prosody of the Iinmoi tality ode — An interlude of skirmish — 
Scott — His relation to Chnstabel — His other nanative metres 
— His lyric — His critics — Special relation of Moore’s prosody 
to music — The lesson of “Eveleen’s Bower” — Landor his 
ordinary prosody — That of his “ epigrams ” — Rogers — Camp- 
bell — Mat Lewis 

If I were to say that the mig hty change which ca me 
upon English poetry a bout the meeting of t he eighteent h 
and nineteenth centu ries was very mainly a proso dic 
c hange . I might seem to be exposing myself to the jibe, 
“ There is nothing like leather ” 1 It was, of course, 
much more than prosodic in some cases, such as Words- 
worth’s, the prosodic^element was accidentally or in- 

tentionally kept in the background , and in others, though 
much attention was paid to it, that attention was not 
always according to knowledge But the general truth 
of the statement made above remains It will be better 

f 

1 I do not deny that the poet is born, but I am sure that Prosodia is one 
of the chief, if not the chief, of the mysterious group of goddesses that preside 
at — and before — that birth 


47 



48 


THE ROMANTIC REVIVAL 


BOOK IX 


to establish it by actual process of survey than to 
11 argufy ” about it generally beforehand 

We have seen how, in Chatterton to a remarkable 
extent at the time when most of the poets now to be 
discussed were being born, and still more in Blake when 
they were scarcely in the schoolroom, the principle of 
free substitution of trisyllabic for dissyllabic feet, in metres 
dissyllabic in staple, is present It is present in both 
unquestionably, and in Blake constantly How much in 
each was mere happy following of the elders, how much 
original genius, how much almost accident, how much 
deliberate practice resting on something like theory, it is 
impossible to say Chatterton had no time to record 
reflections which he may very likely have made , and 
Blake, though he had plenty 5.' time, was “ dictated to ” 
about other matters But Chatterton’s practice must 
have been known to all the great men of whom we are 
about to speak , while Blake’s was certainly and perhaps 
early known and appreciated by Southey and by Lamb, 
and was probably communicated by one of them to 
Wordsworth and Coleridge, though there is no evidence, 
I think, that Scott shared their knowledge But all the 
Four, with Lamb and others, knew their Elizabethan 
drama well , and you cannot read the Elizabethan drama, 
with eyes not blinkered by theory, and fail to see the 
trisyllable and its virtue 

Whether Coleridge or Southey first appreciated the 
principle is, I believe, impossible to determine One is 
accustomed — in most cases no doubt rightly — to regard 
Coleridge as the fount and original of his friends’ ideas, 
and of course Chnstabel is a great document to “ put in ” 
But Chnstabel , early as it is in its original form, was a 
good deal subsequent to his acquaintance with Southey , 
ana while Southey’s practice in ballad -writing is known 
to be at least as early as 1796 — two years before the 
Ancient Mariner and its group — his theory in a letter to 
Wynn, only three years afterwards, is express^ d in a 
manner quite unlike Coleridge’s later formulated precept 
in Chnstabel itself It is also very much nearer the 
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actual truth, though it is informally and casually put, and 
certainly does not look as if it could be a possible trans- 
literation of any hints received from the greater poet 
For prosodic purposes, therefore, it will probably be safe 
to take the four in this order — Southey, Coleridge, 
Wordsworth, Scott And I do not think that I shall be 
really guilty of confusion if, following out the principles 
which have been announced in my Prefaces, I take the 
prosodic practice and precepts of all four together, in 
each case, reserving Southey’s share in the hexameter 
business for the special chapter on that subject For 
this last is a matter where the malt of theory and pre- 
ceptism is altogether above the meal of* poetry People 
have wntten English hexameters because they had a 
theory that they might be written I cannot believe that 
anybody ever spontaneously wrote them, and then made 
a theory to explain the practice In real English verse- 
writing we know it to have been almost invariably the 
other way 

Southey’s letter to Wynn 1 is dated Bristol, April 9, Soutiity 
1799, while Coleridge was still 111 Germany, and before 
the restoration of intercourse between the tw-o which re- 
sulted in “ The Devil's Walk ” Nor had the greater poet 
written any one of his diploma -pieces in equivalence 
before the mpture Wntten as it was privately to the 
oldest and most intimate of Southey’s friends, it is a 
perfectly trustworthy document, and it is very interest- 
ing to observe that “ accent ” is not even mentioned in 
it The subject, it may be barely desirable to say, is 
his own volume of Ballads, etc , which had just been 
published 

“ And now I proceed to the indictment of my His early 

ears If the charge had come from Dapple it would not P crct P tll,n of 
have surprised me One may fancy him possessed of 
more than ordinary susceptibility of ear , but for the 
irritability of yours, I cannot so satisfactorily account 
I could heap authority on authority for using two very 
short syllables in blank verse instead of one — they take up 

1 Letters of Robert Southey, ed Warter (London, 1856), 1 69 
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only the time of one x ‘ Spirit’ in particular is repeatedly 
placed as a monosyllable in Milton , and some of his ass- 
editors have attempted to print it as one, not feeling that 
the rapid pronunciation of the two syllables does not 
lengthen the verse more than the dilated sound of one 
The other line you quote is still less objectionable, 
because the old ballad style requires ruggedness, if this 
line were rugged f and secondly, because the line itself 
rattles over the tongue as smoothly as a curricle upon 
down-turf 

1 have made candles of infant’s fat 

This kind of oadence is repeatedly used in the Old 
Woman and m the ‘Parody’” 

The quantification, it should be observed, is original, 
and practically disposes of the possible objection that 
Southey docs not specify “feet” — an omission (if it be 
an omission at all) doubtless due to the fact that he was 
writing informally to a friend, and not formally for the 
public He may have meant anapaests, and he may 
have meant dactyls , but when you once use longs and 
shorts you mean and make feet, as that black pearl of 
prosodists, Bysshe, right well did know 

His practice had already long corresponded with his 
theory, and the history of his reading (which is almost 
the history of his life) accounts amply for it As a boy 
he had steeped himself in Spenser, and in other Eliza- 
bethan and seventeenth-century writers , as a very young 
man he had been caught at once by Sayers’ Dramatic 
Sketches and other unrhymed Pindarics , in 1793 and 
1794 he had himself written unrhymed imitations — of 
Collins, I suppose, in the fiist place I do not know 
in what particular ballads Wynn found the presence of 
the trisyllabic foot to which he objected , but it occurs 
repeatedly in “ The Cross Roads,” wntten at Westbury 
(the Bristol Westbury) in 1798 

But for all | the wealth | in Ensjtol town 

I -would not | be with | his soul , 


1 The italics added 
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where you can, of course, and may perhaps rightly, read 
“ I’d,” but cannot alter the line before Here are others 
in the same piece 

Didst see a house beyond the hill 
Which the winds | and the rams | destroy ? 

’Twere vain | to scream | and the dy |ing groan 

* And it of \ ten made | me wake | at night 

When I saw | it in dreams | again 

The post | was driv|en in \to her breast , 

And a stone | is on [ her face • 

There are also abundant instances later 

This frank acknowledgment of equivalence, both In Thaiaba 
principle and practice, seems to me to be really Southey’s 
great prosodic title, his share in the hexameter business 
being only rather questionable amusement, and his 
temporary devotion to rhymelessness a respectable 
mistake But it cannot be denied that Thaiaba is a 
considerable prosodic fact in itself, and that, with its 
pendant-contrast Kehaina, it makes a striking prosodic 
lesson One thing to be reckoned altogether to Southey’s 
credit prosodically, in the devising of Thaiaba , is that he 
saw, and deliberately set himself to avoid, the pit into 
which, as we have seen, 1 his model Sayers fell before 
him, and into which, much longer after him, Mr Matthew 
Arnold was constantly tumbling In the Preface to the 
fourth edition (for the poem was deservedly popular), 
written at Cintra in October 1800, he says that “no two 
lines are employed in sequence that can be read into one” 

He anticipates the objection that two six-syllable lines 
(which are to be met in sequence repeatedly) compose an 
Alexandrine, but retorts that the Alexandrine itself is 
“ composed of two six-syllable lines,” which is ingenious 
but not quite conclusive However, Thaiaba is entirely 
free from the reproach (to which, as we shall see, The 
Stiayed Reveller is constantly open) of being a mere mess 

/ 1 Vide sufra, p 40 
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of minced or colloped decasyllabic lines Another 
interesting thing in this Preface — a thing which supports 
the contention advanced in the last Book of the last 
volume and in this — is his avowal of his desire for some- 
thing different from “ the obtrusiveness, the regular jews’ 
harp twtng-twang, of what has been foolishly called heroic 
measure” But he puts in, as he did frequently on other 
occasions, the caveat that he does not prefer his present 
vehicle to blank verse, which he thinks “ the noblest 
measure of which our admirable language is capable” 
There is no doubt that Thalaba contrasts effectively 
with his own blanks, which exist in immense numbers, 
which are never bad, but which rarely attain distinction 
It will be difficult to refuse that distinction to the opening 
stanza of Thalaba } which attracted the direct imitation 
of Shelley, and to many another, such as one 2 on which 
I open at absolute haphazard and the first dip (bk vn 
st 6) 

It is not a bad narrative medium , it is not flat , it is 

1 How beautiful is Night ’ 

A dewy freshness fills the silent air , 

No mist obscures, nor cloud, nor speck, nor stain, 

Breaks the serene of heaven 
In full orb’d glory ponder moon divine 
Rolls through the dark blue depths 
Beneath hci steady my 
The desert-circle spreads, 

Like the round ocean, girdled with the sky 
How beautiful is Night 1 

2 Silent and calm the river rolled along 
And it the verge arrived 
Of that fur garden o’er a rocky bed, 

Toward the mountain base. 

Still full and sdent, held its even way 
But farther as they went iLs deepening sound 
Louder and louder in the distance lose, 

As if it foiced its stream 
Smuggling through crags along a narrow pass 
And lo 1 where racing o’er a hollow couise, 

The ever flowing flood 

Foams in a thousand whirlpools Thence, adown 
The perforated rock 

Blunge the whole waters so precipitous, 

So fathomless a fall, 

That their earth shaking ioar came deade'ned up 
Like subLcrranean thunders \ 
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not monotonous , but the ear is peipetually unsatisfied 
Bread without butter , whitebait without its accessories , 
matches without heads , a piano with hammers but 
without wires — all these uncomfortable images suggest 
themselves constantly, except in places where the passage 
is so short and the situation so dramatic that rhymd 
would be almost out of place — as in the far- (and justly) 
famed 

Who comes from the Bridal Chamber ? 

It is Aziael, the angel of Death 1 

Kehama , which contrasts so strikingly with Thalaba , Kehama 
was actually begun within a very few months (May 1801) 
of the writing of this Preface , and it is not possible to 
read, without being struck by them, the remarks which 
the author, nearly forty years later, again makes, in the 
Preface of the collected edition, on the change of metre 
He refers to Thalaba , and he does not say that he felt 
the want of lhyme there, nor does he say that he had 
mended the defect in Kehama But he does say that 
he thought “ the strain of poetry could not be pitched too 
high,” that he “ endeavoured to combine the utmost 
richness of versification," etc , in order to compensate for 
the extravagance and unfamiharity of the story So, 
then, we have testimony of the most valuable kind that 
rhymc^-is part, if nota necessary p art, of 11 the highest 
strain o£_poefTy7^That it is part, if not a necessary part, 
of “ the iitirjnsF~nrhfTess o i versification ” 

The result justifies the aigument , for the form of 
Kehama is certainly superior to that of Thalaba 
Macaulay may be right in his strictures on the want of 
character and passion , neither of these was ever Southey’s 
strong point, and he has given more of both in Thalaba 
than here It may be quite true also that the fantastic 
monstiosity of his subject required a vaguer and more 
Blake-like outline than he could possibly give Other 
reasons, besides the gcneial one that mankind will not 

1 I hope it is not impertinent to suggest that it is possible to spoil this 
couplet by making the second syllabic of the dread angel’s name long 
Southey always valves the word, 1 think, either as “Michael” is commonly 
pronounced or as ‘ ^Raphael,” t e with the vowels blended or the a shortened 
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as a rule continue to read long poems, might be assigned 
for the increasing neglect But if anybody denies that 
the Curse itself is a very fine piece of verse indeed, I 
am afraid I shall not even attempt to argue with him, 
but merely shrug my shoulders and pass by. The 
comparison 1 of the two long descriptions of Domdanicl, 
and of the “ gem-lighted city ” that delighted Landor, is 
even more instructive because more extensive And I 

< 

really do not know that any form could have better 
suited the stanza wheie Kailyal drinks from the Amreeta 
though of course, as in the case of the mysterious cup 
itself, the effect of the contents depends on the nature of 
the poet — or perhaps of the reader 

Little need be said on his other pieces, though they 
at least support the prerogative place which has here 
been given to him in respect of his prosodic standpoint 
The mass of his longer compositions has been spoken 
of, it does not, from our point of view, help him much, 
but it certainly does not hinder The beautiful and 
quite eaily “Holly Tree” (it dates, like the othei piece 
quoted above, from the Westbury sojourn of 1798), which 
actually neutralised Ilazlitt’s venom at its most acrid, 2 
adapts seventeenth-century form with singular and much 
more than mechanical success The famous “ Blenheim ” 
piece has no silliness in its simplicity — you could not find 
a prosodic movement better suited to the theme or better 
utilised for it , and the “ Lines written in a Library,” 
which with these two are perhaps the only things of 
Southey’s now generally known, deserve the same praise 
as that given to the “ Holly Tree” He, perhaps more 
than any one else, started in his Ballads the elastic 
“ Pindaric of anapmsts,” which was to be taken up by 
Praed and perfected by Barham But the r hymele ss \ 
experiments, the hexametrical excursions to be dealt with \ 
later, and the early championship o f-equi valencc aie his I 
main titles of entrance into a his tory of prosody , and \ 

the last is his title tcT a place~of honour there 

1 Tkalabdj bks 11 and xii , wilh Kthama, xxm 
a Sec The English Poets, sub fin V 
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It may well seem lmpenitiye to begin any account ofcoimdge. 
Coleridge as a prosod ist witnhis fa mous manifesto-preface 
to Chzu,tflbel^ r it might indeed seem positively Impertinent 
to do anything else It is, no doubt, true that he was some 
five -and -forty when he published it, that we do not 
know when it 1 was written , that it has (in the circum- 
stances that we do know) a perilous suggestion of afteN' 
thought , and that, after its appearance, he wrote no verse 
of the first value But, after all, it is not (like that other 
manifesto of Milton’s which is its only counterpart) a 
p alinode It^cbnflicts with nothing that he had said or 
done before It might be intended to apply to the 
Ancient Mariner as well as to Chnstabel On the whole, 
therefore, it may be well to start with it , to discuss it 
briefly in general , and then to take the work, pardyntn 
the J-lght^ofjt^ partly not It is as follows — 

“The metre of the Chnstabel is not, properly speaking, 
irregular, though it may seem so from its being founded 
on a new principle, namely, th ^t.of cou ntin g, in each line , 
the accents, not the syllables Though the latter may 
vary from seven to twelve, yet in each line the accents 
will be found to be only foip- Nevertheless this occasional 
variation in number of syllables is not introduced 
wantonly, or for the mere e n cC o/_ no n vc men c but in 
correspondence with som e transiti on in the nature o f th e 
imagery or passion ” 

Now, there is no piece of Coleridge’s celebrated The Chnstabel 
“ f-f-f-f-fun ” which is more complicatcdly and dangerously rnanlfesto 
funny than this That the metre of Chnstabel is “ founded 
on a neiv principle 1 ’, that this principle is that of 
“counting in each line the accents, not the syllables”, 
and that the variation is only used “ in correspondence 
with some change or transition in the nature of the 
imagery or passion,” are three statements of which the, 

1 “It” refers here specially lo the Pi t face On the general questions, 
chronological and other, connected with the poem, reference should be made 
to Mr Ernest Coleridge’s ed , with MS facsimiles, for the Royal Society of 
Literature (London, 1907) The most elaborate discussion (before that in 
the text) of the mebe is Mr H D Bateson’s {■ v inf in final chapter on 
Prosodists,) * 
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first always has been, and always must be, 'surprising , of 
which the second has been, and is, a disastrous stnmhling- 
block , and of which the third is unnecessary, only 
now and then true, always incomp lete, and sometim es 
false That he can really have thought the principle of 
Cknstabel “ new ” in any other sense than that it was 
opposed to the prevailing doctrines of eighteenth and 
late seventeenth century prosody, is inconceivable He 
did not know early Middle -English . -poetry as Gray knew 
it , but he certainly knew the S hepherds Ca lendar , 1 and 
of his own immediate predecessors and early contempor- 
aries, he certainly knew Chatterton, he could hardly be 
ignorant of burns, and it is at least probable that he 
knew Wake — all three of whom, as wc have seen, use 
substitution in octos yllabic couple t-more or less 2 If he 
had never taTkecT^with Southey on the principle, which 
seems very unlikely, he certainly knew Southey’s practice 
The expression, therefore, can only be interpreted as 
implying that he had for the moment “ decasyllabo- 
mania ” and octo syllabomama geneially in his head, and 
was announcing Christab cl ae ~ a r e vo lL^a gain st^-them, 
without enqumng too nairowly whether there had been 
any Wiclif to his Luther or any Wat Tyler to his Long 
Pailiament ^ 

So, too, the third statement (to pass over the second 
designedly) requires a good deal of qualification to make 
it go down The substitution of a trisyllabic foot for a 
dissyllabic one in a particular place, or the multiplication 
of trisyllabic feet in a particular line or batch of lines, 
may “ suit sound to sense ” in the manner here suggested 
And as even Johnson had admitted the excuse to some, 
though not to this extent — as it has a good, plausible 
sound about it, and falls m with the popular wish not to 
let questions of form have attention in preference to 
questions of matter, — it is quite possible that Coleridge 

1 For some remarks supplementary to those in vol 1 on this, and on the 
notion that Spenser did not mean four foot lines, v inf App vi § t 

2 In Burns the trisyllabic feet arc mainly, as Shenstone would say, 
“ virtual ” Yet in Tam o' Shantcr he has more than once forgotten, or 
deliberate!) dropped, *' aposlrophalion,” and has left the extra syllable 
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put it forwaid, not dishonestly, but prudently, as a 
“ practicable ” buckler and mantlet for the innovation 
which, if it was not absolutely so, he knew or thought 
would be legarded as one It is clear, however, that 
the pretext is not the real one — is not even universally 
applicable If agreemen t with im a^ery^is the thing aimed 
at, why is there no gallop in 


The palfiey was as fleet as wind ? 


and why is it 


and not 


And the Spnng comes slowly lip this way, 
The Spnng comes ? • 


The fact, of course, is that, though “ imagery and passion ” 
are reflected in the selection of feet and the length of the 
lines, as in the famous 


and in 


Tu — whit — Tu — whoo, 
Beautiful exceedingly, 


the moulding of the metre is to a very large extent 
determined by purely metn eal*' considera tions, by ihe 
desire to vary the music and to shape the paragraphs 
into irr egular sta nzas 

But the proposition as to which one must most His prosodic 
fervently hope that Coleiidgc had not “ ceased his fun- not 

ning” in affiiming it — the proposition which, if he really 
meant it, would put him on the wrong side as a preceptist, 
though he must always remain in the vanguard of the 
right as a practitionei — is the second If he really 
thought that, by obseiving your four accents, you might 
chuck syllables about from seven (tiy four in the owl-ciy) 
to twelve, anyhow and as you pleased, then it is to be 
feared that he almost brought himself under that uncom- 
fortable Thnteenth Article of the Church, which declares 
that good woiks done not in the right spirit have the 
nature of sin And a very unpleasant person, a Calvin or 
a Joseph Irons of prosody, might augur the worst of his 
future prospects from the fact that he docs sometimes 
seem to go On the purely happy-go-lucky principle, as, 
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for instance, in II 443 to 447, 1 where it may be observed 
that not only does the concluding anapmstic couplet fit 
rather badly, but 

Fiom the bodies and foims of men, 

actually suggests three “ accen ts ” and an anapmstic base 
throughout 

But “ do not let us give way to such gloomy thoughts,” 
as Mr Bennet said to his wife on an immortal occasion , 
For some reason or other, Coleridge’s references to formal 
questions of prosody are few and unimportant they 
almost reduce themselves to this, and to his intromittings 
with hexameters, of which more elsewhere 2 The com- 
parative reticence of the whole group — the reticence of 
men who must be about their real business of doing , 
and who can leave others to draw morals and make 
axioms and systems — is on him 

And he must be a veiy odd person who is not satisfied 
with this “doing” Colei idge’s early verse is natuially 
not very different from late eighteenth -century verse 
generally, and his verse of dates later than the early 
nineteenth centuiy calls for no notice as prosody, whether 
it is blank or couplet stanza or Pindanc^e'xcept that in 
the best examples, such as I) n re t urn and Love .,- it has 
what only poetic spir it can give to p oetic form But it 
is quite otherwise with the three wonder-works of the 
golden months of 1 797-98 v 

It has Been disputed which of the three was first 
composed , but it matters little for any purpose, and for 
ours simply nothing Although nearly twenty years 
were to pass between the publication of T he Anr. rp.nt. 
Manner and that of Christabrl and Kubla Khaji, they 
are practically inseparable^ spiri tual date and_jirli£iiC-_ 
identification 

1 From the bodies and forms of men 1 M 
He spike his eye in lighlmng rolls ! 

For the lady was ruthlessly seized , and he kenn’d 
In the beautiful lady the child of his friend 
* His alleged dissatisfaction with Tennyson’s verse might be taken as 
additional evidence that he had not thoroughly cleared up his mind on the 
subject, if it were not merely reported But, that being s(^ it will be belter 
to take it with Tennyson himself. * 
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Kubla Khan is perhaps thg greatest, poetically , of the Kubla Khan. 
thiee Indeed, it is not easy to think , of a greater p iece 
of poetry TtliaiT Kubla Khan 1 and the comparison of the 
openin g strop he with its mother-passage in Pur chas is 
almos t ci Complete ob|ect-l essqn_nf i-fm difference between 
uprose and poetry But though it has not exactly the 
least prosodic interest, it has the least prosodic interest 
for us It is, in point of form, simply an example, im- 
mensely impro ved in forrff TtseTfT^ an3 charred with a 
double and tenfold portion of the poetic spirit, of the 
half-regular ode or lyric, the " ' biokCU and euttit” verse 
This, in a fashion, may be traced back almost to the 
point where English becomes English in the full sense , 
not “ in a fashion,” but unmistakably, and with no allow- 
ance, from the sixteenth century, through the seventeenth, 
onward And it had been common enough in Pindaric 
and non -Pindaric shapes during the eighteenth itself 
In other words, it is a sa/ura , composed of batches of 
octosyllabic and decasyllabic verse, with rhyme arranged 
at discretion, and sometimes doubled , with rhythm vary- 
ing, but not beyond the ranges of iamb and trochee 
Such fingenng of the general scheme had hardly been 
seen since Comas and Lycidas and the Arcades , but the 
scheme could not, even to Coleridge himself, have seemed 
“ new ” 

It is very different with The Ancient Mariner and The Ancient 
with Chnstabel , and the difference, acknowledged in the /,!an '“ r 
latter case with whatever questionableness of detail, 
might almost have been claimed — perhaps was originally 
intended to be claimed — in the first 

The ballad metre was, of course, again in no sense Recent baiud 

metre 


1 This statement is wont to upset some people teinbly A friend of 
mine, most right honourable in the lilerar) sense, has said pi unlive]}, “ Really, 
after all, the Odyssey is a greaLer poem than A’ K ” Certainly it is — in the 
sense that the hogshead is a greater health than the mppeikin , but in no 
other I once lead a very clever paper in which the writer, taking the same 
side, asked passionately and repeatedly at the end, “ Why are we to call 
K K 1 pure poetry ’? ” Unluckily he had answered hnnself a dozen lines 
before, in the words, “The interest of K K is to find out how it produces 
a poetical effect — for it does — out of so little ” We have found out — by 
adding to the little, to the almost nothing, of the opium dreams, the pure poetry 
of verse and diction and atmosphere generally 
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“new” As we have seen in our firs t two volume s, it 
had never been abandoned since men first crumpled u p 
the long fac e of the fourlccncr into this deli ghtful mwois 
chiffonnl But for a considerable time they had, even 
since it was taken into favour again, been endeavouring, 
except in the case of Burns and Blake, to smooth out 
the blessed creases and dimples into a " prunes and 
prism ” uniformity The abominably monotonous sing- 
song that resulted almost, or altogether, justified Johnson’s 
parodies , and even when people dared to slip a little 
spirit and spring into the line, they seldom ventured to 
vary the stanza, though there were ample precedents 
of old Even in tTTe earlier eighteenth century itself, 
Hughes 1 and others had seen something of the possi- 
bilities, while the popularity of the rom ance -six was 
another “ lead ” Add the resumption of internal rhyme , 
add a strong dose of archaic diction, not so well done at 
first a? later 2 but in its final form almost impeccable , 
and it will be easily seen what more potent spirits 
Coleridge thus turned into the lethargic and lymphatic 
body of the ballad- stanza, as practised^ even by the 
Goldsmiths and the Percies, much more by the Mickles 
and the Helen Marias In fact, people did say, as usual 
in such cases, that “ it had a devil ” It shocked nearly 
eveiybody, even Southey himself, only inferior to Coleridge 
as a rejuvenator of the ballad — nay, even Wordsworth, 
joint author of the book and (though to an infinitesimal 
extent) of the poem 

In this case Voltaire’s words certainly acquire a 
validity which the author of them would have been the 
first to disclaim “ C’est le diable au corps qu’il faut 
avoir” The Ancient Mariner , not Chnsta bel, though by 
the advantage of accident only, is the match that kin dled 
the torch of revi ved true Engli sh prosody, the knife that set 
the prisone r free, the mallet that knocked the hlock~TP om 
the dog-shaces— aad — sent th e ship caieering into a sea 

1 See vol li p 504 

2 It is well known that Coleridge at first archaized and Scotticized his 

vocabulary rather awkwardly, but mended this> later ^ 
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hitherto silent, soon to be full of magical v oices It is 
all so familiar now that~unless — ffie’ reader is either very 
ignorant, or rather unusually furnished with knowledge, 
he may hardly feel the astonishing difference of it 

Undoubtedly the main “ source ” (as Longinus would 
say) of this difference is the use — the quite astoundingly 
acco mpli she d a nd effective use — of_the trisyllabic fo ot 
The “ accents,” the “ stresses,” are exactly the same as in 

I put my hat upon my head, 

And walked into the Slrand , 

And there I met another may, 

Whose hat was in his hand 

1 do not know whether anybody has noticed that the 
almost uncanny panacea of the trisyllable will heal this 
famous thing itself to some extent 

I set\f/ed my hat [ on my throb\bi>ig x head, 

And / walked | out in|to the Slrand , 

And there | I met | with anojther man, 

Whose hat | was in ] his hand 

is infinitely superior It quite arouses one's interest as to 
what is going to happen in the Hat-Congress, which was 
before so obstinately dull and the unalterable last line 
acquires merit from the contrast and "pull-up” 

Instead of the “ butterwoman’s rank to market ” of 
the strict common measure, the interchanges of equivalent 
but not identical feet communicate quite a new music 

It is an ancient manner, 

And he stoppeth one of three — 

“ By thy long grey beard and glittering eye, 

Now wherefoie stop’st thou me ? ” 

Let us apply the converse process to this 

It is an ancient manner, 

And he •stop's one of three — 

“ By thy grey beaid and piercing eye 
Now wherefoie stop’st thou me ? ” 


1 II “throbbing” is objected to as an illegitimate addition of subject 
attraction, try “ curly,” or “ good Inld,” or even “ on the top of ” Anything 
that gives the trisyllabic effect will do 
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There is of course more left, because the archaic diction, 
the picturesque suggestion of “ one of three,” and the 
actually pictorial effect of beard and eye remain But 
the person who does not feel that something, and a very 
great something, is lost, had better at once join himself 
to those who say that prosody is moonshine without its 
attractive qualities, and let this book (as it will gladly let 
him) alone And with him may go (taking with them 
such joy as they understand) the people who think that 
the difference between 


and 


Red J as a lose | is she 
Red as | a rose ] is she 


is a mere “ question of account,” that the things are 
identical prosodically, and those who sec nothing but 
chance or the whim of the poet in the expansion from 
four to six lines of 


With sloping masis and dipping piow, 

As who pursued with yell and blow 
Still treads the shadow of his foe, 

And forward bends his head — 

The ship drove fast, loud 1 oared the blast, 
And southwaid still we fled 


Others may not resent being asked to ask themselves 
whether the presence of trisyllabic feet would not spoil 

With my cross-bow 
I shot the albatross, 

and whether the absence of them would not ruin 

Her bps were red, hei looks were fice, 

Her locks were yel|low as gold 

Her skin | was as while | .15 lepiosy — 

The nightmare Lifc-in-Death was she, 

Who thicks man’s blood with cold 


A great prosodic device of the other chief kind— the 
kind that concerns the batching of lines, not the con- 
structing of them — is the extreme and intentional liberty 
of carrying the extension to nine lines, more than double 
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the normal verse-length 1 He wants a passage of 
suspense between the proem of the horror and its 
accomplishment, and a picture to “ set ” what is to come, 
and just the one sharp revulsion of rhythm — 

The steei s | man’s face | by his lamp | gleamed white, 

From the sails | the dew | did drip — 

quickening, in these the only trisyllables, to the last clause 
.with the slow rise of the moon to light the death-throes 
of the crew, where the trisyllables thicken again as the 
souls flit past him 

Like the whiz of my cross-bow 1 

It would be delightful to go through the poem in this 
fashion, but I have been rebuked for "amusing” and 
"indulging” myself with such things, and so I suppose I 
must leave it to the reader who pleases to amuse and 
indulge himself with the rest He will find the labour 
easy and the reward great 

Of one sizing, however, I will not be stinted, and that 
is the opportunity of pointing out, here also, with what 
wretched and beggarly elements the accentual prosodists 
content themselves According to them, whether in any 
of these cases three, or two, or one unaccented syllable 
or syllables corns' or comes between the accents does not 
much matter We have shown that it matters vitally In 
at least a large number of cases, if you lift the foot-block 
out, and replace it with even an equivalent block of 
different length, weight, and balance, you will spoil the 
line , if you muddle and disturb the correspondence or 
difference of these foot-blocks in lines which have to each 
other the l elation of stanza-constituents, you will spoil 
the stanza While as to the difference between these 

1 We listened and looked sideways up 1 
Fear at my heirt, as at a cup, 

My lift blood seemed to sip • 

The stars were dim, and thick the night, 

The steersman’s face by his lamp gleimed white , 
trom the sails the dew did drip — 

Till dumb abo\L the cistern bir 

The horntd moon, with one bright star 

Within the nether tip * 
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Wonderful 
blunders 
about it 


living breathing, various-vitahsed lines and stanzas, and 
the dead lumps of common measure that with rare 
exceptions had preceded them for all but a century — 
theie should be little need of emphasising that It leaps 
to the eye , it rings or thuds at the ear 

As for Chnstnhtl, something has been said already on 
the account which Coleridge gives of its prosody , but it 
remains to examine that proso dy itse lf Many astonish- 
ing things, only half or less than half justified by the ’ 
Preface, and not in the least justified by the poem, have 
been said about this One critic of repute has defied all 
his brethren to analyse its music It has been said that 
“ in it accents per Vorm the W' ork o f fee t ” (a confusion so 
amazing that it is almost beyond the reach of analogical 
illustration), and that “ the consideration of feet is dropped 
in it altogether,” whereas every syllable in Chnstabel can 
be assigned to its “ proper-to-him ” foot (as Reginald 
Pecock would say) as definitely as any syllabic of a Greek 
chorus It has been called “ ballad metre ” which has 
this exact amount of truth m it — and theiefore this 
inexact amount of falsehood — that every line of Chnstabtl 
is a possible ball ad line. ancLAhat it opens with an' 1 
irregular ballad stanza Rut whereas the essence of 
ballad metre is un equal l ine-len gth and_altcrnate rhyme, 
the essence of Chnstabel metre is equal lme-length and) 
coupl et rhyme 

In other words, this metre is nothing more and 
nothing less than the old octosyllabic couplet with the 
fullest licence of equivalent substitution of feet, with the 
occasional licence of a catalectic line, and with the still 
more occasional licence of intertwisted lhyme. It is the i 
./ metre of Genesis and Exodus , it is the metre of The Oak I 
and the Brcre , it is the metre of Chattcrton’s Tournament I 
and of Rlake’s Ei’erlastzng Gospel If the reader will 
give himself the very slight Rouble requisite to imagine- 
certain plastic integers, equivalent in prosodic gravity 
or quantity, but capable of being compressed into one 
form and lengthened into another, he will see, without 
the least further difficulty, how these lines are composed 
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There remains of course, as there always remains in 
all poetry from the strictest decasyllabic couplet to the 
very loosest form — looser even than this seems to be — 
of “ Ingoldsbian ” Pindaric anapmstics, the poet’s touch 
in selecting and grouping these integers Coleridge 
employs this, on the whole, miraculously, but, as I have 
been bold enough to say already, not quite unerringly 
As in Milton’s case, so here, the apparent impiety cannot, 
Tike similar things of Guest’s, be used to invalidate my 
system , for my system finds no fault with them as such 
Every line of Chnstabcl is justified on the specification 
given above , eveiy line is duly matricqjated But I do 
not think every line obtains its degree, at least with 
honour® The cucumstances of the composition and 
publication would almost sufficiently account for this , 
Coleridge’s (as it seems to me) imperfect comprehension 
of what he was doing, as formulated in the Preface, may 
have something to do with it , but, as in Milton’s case 
again, the simple, natural, excusable results of experiment 
have most For at least the first 150 lines everything 
turns to right — in fact, 

Until you come to the “mastifl bitch " 

There is not even the ghost of a hitch 

But there is at least a possible one in 

The biands ueie fiat, the brands weir, dying, 

And in their own white ashes lying, 1 

for it has been observed of old that double rhymes do 
not well suit this measure And there is certainly one 
a little further 

Save the boss in the shield of Sir Leolme tall 
Which hung in a smoky old niche of the hall , 1 

where, but for “ Which hung,” all the feet would be 
anapmsts, and where there are rather too many as it is 
For it cannot be too often repeated that, in largely 
equivalenced metres, great care has to be taken lest the 

1 The MS vaiulions — “Amid” for "And in”, "of the shield” for 
"in”, "murky” for "smoky," and "wall” for “hill” — do not aflect the 
metre, though they are, I think, all improvements in the poetry 
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basis of the metre cease to be apparent — lest you have 
metabasts 

This, however, is very rare , and it should be under- 
stood as not applying at all to the spell of Geraldine 1 at 
the end of the first part before the conclusion, which is 
evidently intended for an inset lyric 

One or two instances occur in the second part, and 
the most prominent of these 2 has been pointed out , but 
there is no need to dwell on them The whole piece 
remains not merely one of the most beautiful in English 
poetry, but one of the most momentous in English 
prosody How. its influence, long before publication, 
worked upon Scott, and how, through Scott, it passed to 
Byron, and to everybody, are well-known things But 
the extraordinary confusions and delusions which have 
made the whole subject like one of the magic countnes 
of romance, seem long to have prevented, if they do not 
still prevent, many if not most people from seeing what 
had really happened They jangled about the propriety 
of poetic narrative at length, in “ ballad-measure ” or in 
“ Hudibrastics ” They talked in many other ways beside 
the question , but they would not see that the whole point 
was whether you could construct a good verse to the 
ear by altering it at pleasure, or lather discretion, from 
the compressed value of 

I3eau|tiful | exceed |ing)y, 
through the staple value of 

The love[Iy Ia|dy Chris (label, 
to the extended value of — - 

'Tis the rrud|dle of night j by the casjtle clock 

Coleridge had victoriously shown that you could He 
had shown it before in The Ancient Manner , but in special 

1 In the touch of this bosom there worketh a spell, etc , 

With the “ wasp-waisltd ” shortening in the LenLre 
But vainly thou warrest 

* Lines 444-445 

For the hdy was luthlessly seized, etc 
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material and in a form where it was half familiar he 
showed it now without these limitations or assistances, 
and once for all 

He needs no more to place him high among the h, s ot h e r 
highest , and he has not much more, though he has prosodlc tlLles - 
something The prosodic beauty of the “ Knight’s 
Tomb” fragment is little, if at all, inferior to that of 
the three great pieces , and it is one of the earliest 
instances of the tragicalismg of the anapsst — of the 
application of that great metre to serious and passionate 
subjects in English 1 The best things in “Dejection” 
are among the best of the quasi-Pindaric kind The stanza 
of “ Love ” suits the poem, and that of “ The Dark Lady ” 
even better “Youth and Age” is not quite prosodically 
equal to its poetry, and might be pondered by those who 
hold the Wordsworthian paradox “ Fire, Famine, and 
Slaughter ” is well mated in verse But “ Alice du Clos ” 
is distinctly inferior to those ballads of Southey’s which 
it most resembles , and though there are good prosodic 
passages in “ Lewti,” the “Zapolya” song, etc, they are 
not out of the way There is also a very singular quality 
in Coleridge's blanks They can, as everybody knows, 
be very fine indeed , 2 * * but in his earlier period he was too 
much given to a sham Miltonic swell, as in the famous 

Ebullient with creative Deity, 


1 It Ins also Us own place as an additional example of that equivalent 
substitution which Colendge, though he was not, as he Lhought, “born to 
introduce ” it, yet certainly first “refined and showed its use ,’ 5 in the change 
from the swallow 01 swan sweep of 

Where \ is the grave ) of Sir Arjthur O’Keljlyn? 

Where | may Lhe I °f that good | man be ? — 

By the side | of a spring | on the breast | of Ilelvel lyn, 

Unjder the twigs J of a young | birch tree 1 

to the slackening wheel of 

The hmghi s | bones arc dust, 

And his good | swoid rust , — 

His soul | is with | the saints, | I trust 

2 Hardly finer perhaps anywhere than in the “ Chamoum Hymn” 

O struggling with Lhe darkness all the night, 

And visited all night by troops of stars 
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which has had its bullae cracked, or puffed away with 
laughter, by almost every critic And when they were 
not bombastic they were sometimes a little null But 
all this is beside the question In Kubla Khan Coleridge 
adjusted the older prosody absolutely and definitely to 
the newer poetry , in The Ancient Manner and Chnstabel 
he gave that poetry not, as he thought, a new form, but 
one uralt , a half-lost ancestral heirloom recovered and 
adjusted once for all to the needs of the present and the 
future 

With regard to the important and in some respects 
intensely p rosodic s ubje ct of Wordswoith’s theories and 
practice in poetic diction, I do not propose to say much 
here, because I have said almost everything that I have 
to say alreacfy, and even more appropriately, elsewhere 1 
Since Coleridge, nearly a hundred years ago (with 
reserves and wrappings decent, and, in the circumstances, 
inevitable, but forcibly enough), pointed out that the 
whole thcoiy is alm ost certainly ^ pnon wrong, and that 
the theory and the practice together prove it to be so,f 
the vast majority of competent opinion has been Mrt>e 
same mind I am of course aware that there have^Bm 
dissidents, and that they have of late been reinfoi c^ftiy 
persons of varying, b ut in some c ases of great, worth 
I am, however, unable to tak^ these dissidents very 
seriously People who always iit effect, and sometimes 
in terms, say th^ William Wordsworth never denied the 
rhf/brenre het-wepn prose , and poeti c Style, in the face of 
his statement that there neither is nor can be any essential 
difference betw een the language of _prose and metrical 
composition, whether they ride off on esse ntial" or _on 
“ metrical' composition, ” may .be allowed to ride to any 
goal and any goal-keeper they choose At any rate the 
thing may be put briefly, and in a form not easily, I think, 
to be demuired to If 

1 History of CntitiM/i, in 200-218 (Edinburgh and London, 1904) I 
lnve nothing much to add to this, nolhing at all to alter in it, and if I may 
say so without churlishness 01 fatuity, nothing to rebut in the unfavourable 
comments which I have seen on it But mere silence would perhaps be 
itself churlish or fatuous 
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the sou nding ca taract 
Ha unted me li ke a passion 

is “ the language of humble and rustic life,” if 

But Bailing clouds of glory do we come 
From Go d, who is oyjc home 

exhibits "no essential- drfCereuce from, Jdie_Janguage of 
prose,” then Wordsworth’s theory is r ight jmd__his .theory 
Mid_practice agree " But if not, not,” as a dialect which 
speaks and stands no nonsense has it, with its own chaste 
and crystal finality 

The fact is that most at any rate of Wordswoith’s 
recent apologists appear to me to be under the influence 
partly of a mistake as to the question, and partly of that 
nameless but common fallacy — the fallacy of “ bribery by 
something else” Their aiguments, as a rule, come to 
this — that there is a great deal of true and useful matter 
in Wordsworth’s contentions There is , but the question 
is not this — it is whether those contentions as a whole, 
and as he states them, are not in the first place partly , V. 
if not largely, false, and in the second lnconsistguLiiuth 
his practic e Nor can they wriggle out of this by the 
convenient allegation of “ context ” Wordsworth says 
nothing about context Of course, if you dismiss all 
inconvenient things that he does say as 11 unguai ded,” and 
101st in with “ of course he must have meant ” things that 
he does not say, you may do much But I do n ot think 
the better kind of British jury would regard it as a 
defence to the charge of murder that \ “ unguardedly " 
drew a razor through the carotid of B I am sure 

that the Court of Chancery in its worst days would 
hardly have admitted the plea that B “ must of course 
have meant” to leave £20,000 to A 

Again, they are, I believe, almost always secretly 
looking, whether they know it or not, at the modern 
exaltation of prose as equal to, or better than, poetry 
Of course you can write poetry in th^ prose language of 
De Quincey, of Landor, of Rusiofi, of Pate~r. 3 ut then 
this is not what Wordsworth, or anybody in 1 800, meant 
by the “ l anguage of prose ” . nor were De Quincey, 
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Landor, Ruskin, Pater rustics or persons who used the 
language of ordinary life 1 

Further, "selection” will not help, for Wordsworth’s 
"selected" prose words are often fatal, and his selected 
good words are oftener still not prose No I no 1 all these 
officious white-washers of the Wordsworthian theory are 
merely but as the Pelagians who vainly talk and the 
Anabaptists who falsely boast When he obeyed h(s 
principles he generally, though not always, wrote" bad 
poetry, and when he wrote good poetry__he^ generally, . 
though not alw ays, be trayed his principles That i s the j 
conclusion of tha whole mat ter,~ and ~TP~fc b o f~ ^auj_Jbr ealiri l| 
that is wasted against it. That he did not mean all that 
he said may be true^, that he “ was not such a fool as to 
mean it” is a statement \tfhrdr may be leTWRr'the' makers 
of it as to form But o yeypaepe, yiypacpe, and out of his 
own true letters no special pleading (such as he would 
himself have disdained) can twist itself or him. 

And so we may turn from diction to metre There 
was not much humour in Wordsworth himself, But 1 have 
always thought that there must have been a little in the 
famous, or should be famous, note to the Preface of i 8 i c 
“ As sensibility to the harmony of numbers, and the 
power of producing it, ar ^invariably attendants up^n the 
faculties above specified [viz Observatio n. Dcsci ip rfoira 
Sensibi lity, Reflc ctjon. Imagina tion and Fancy, Inven tion,) 
and judgment], nothing has been said upon those requisites ” 
The enormous petitio pnncipii of “ invariably,” and the 
equally enormo us coolness with which it is advanced to 
cover ignoring v of "the true" eienchus, may seem hardly, 
or not possibly serious, except in an utter fool, which 
Wordsworth certainly was not But anything may be 
serious in a man who is serious or nothing , and this 
‘W W” certainly was 2 


1 I once had the apology put very naively and agreeably by a guileless 
writer “They say he is inconsistent, but they misunderstand him He has 
made errors in his prefaces, but these an. his wrong views, not inconsistency ” 

2 It is hardly necessary to support this with any argument But one 
suggestion may be made the “faculties above specified” are, each and 
all, necessary to the consummate prose novelist Therefore, according to 
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The gods, however, were just, as they usually are, 
and made him, as in the other case of dictio n^€* strik ing 
exam ple of t he falsity of his own doctrine Not even 
his diction itself or his management Of meaning, is more 
responsible W'that amazing and (by all but fanatics) 
admitted inequality of his work than the uncertainty of 
h is prosodic grip Like his diction, like his management 
of meaning, it can be a wondeiful and beautiful thing, 
not merely Tintern Abbey and the Ode, but dozens of 
other pieces, and hundreds of other passages, are prosodic- 
ally c o m pet en t _a 1 1 d adeq uate even for thcTjjreat office 
they have to discharge But with much — an immense 
“ much " — of the rest it is, unfortunately, quite different 
I do n&F refer to the “ silly sooth^’ of the “ Alice Fell ” 
class, because the jog-trot and sing-song there, whether 
defensible or indefensible, are deliberate But even in 
his greatest pieces, just referred to, it must be said that 
Wordsworth’s prosodic gift is very limited It is sound 
craft, but has very seldom any magic about it, and it is 
at its best in blank verse and the plainer Pindanc things, 
which, as he uses them, are somewhat nearer to Rhetoric 
than to Poetic in their prosodic quality 

Outside of these the “sensibility to harmony of numbers’’ 
too often seems to have gone to sleep and be snoring, 
while the “ power of producing it ” has taken a holiday 
Enormous numbers of Wordsworth’s blanks are below 
Southey’s in distinction and ver^e quality, and on a level 
with Crabbe’s ^ wors t couplet Passage after passage of 
the Preludt is either intentional burjesgutuor sheer prose 
Why any human being should avail himself of zidiaxmcmu 
ous numbers to inform us that 

On the roof 

Of an ltineiant vehicle I sate, 

or that 

My inner judgment 

Not seldom differed from my taste in books, 

Wordsworth, he is invariably a master of numbeis as well The Muse of 
Literary History smiles and shakes her head I should perhaps observe that 
his attitude to the general question of the nature of metre and its connection 
with poetiy lies outside our scope 


His actual 

prosodic 

quality 
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is a question that may well be asked, but cannot well, 
or perhaps anyhow, be answered 

Jiut insignificance flatness are not the only charges 
that can be justly brought against Wordsworth’s numbers, 
except when he is in his altitudes He rose in the 
“Lucy” group almost, bu t not quit e, to the highest 
heights of the balla d-four and the ro mance-six , but these 
few fine stanzas are balanced ( not taking in the “ siUy^ 
sooth ” pieces) by hundreds of platitudes, prosodifally 
speaking for the prosodic platitude is a terribly re al \ 
and distinct thing Ills anapa ests are n early always 

rickety and tin-kettly 1 — in fact he cannot manage~Fast 
movement at “ sensibility to harmony and 
power of producing it ” desert him utterly there, though 
there is no reason to suppose that anything fed happened 
to his Observatio n an d the rest — His trochees are rather 
better , but he docs not seem at home there either — in fact 
the iamb is almost_ as much Wordsworth’s sole footjis it 
is Pope’s He had a fair imitative faculty of form within 
the iambic range, and could catch tlfe Burns metre- well 
enough, as well as the seven -syllabled couplet in the 
charming “ Kitten ” piece 

The prosody His strength and his weakness appear remarkably in 

'ta/itv o "™°' " ^ iat & 1 eat poem which (I fear it must be said in each 
case, owing to prepossessions on subject, not expression) 
Mr Arnold thought declamat ory, and Lord Morley 
“notoriously contrary to fact” and partly “nonsense” I, 
however impar~cdngvessus with such a pair, think it one 
of the greatest poems in En glis h^ The prosodic move- 
ment of ten oOt of flic eleven stanzas is almost faultless — 1 
worthy of the great phrase and diction which Wordsworth! 
has nowhere else equalled, and which (as hardly anything \ 
in any other poet does) upsets hopelessly his whole theory 1 
of poetic diction But in stanza iv, 2 after four opening 
lines of entire adequacy, the demon came upon him 

1 Even “Poor Susan,” though lL has some lovely lines, hardly escapes as 
a whole 

2 This stanza is, naluially and fortunately, the least well-known passage 
of the whole, so perhaps the opening, with the peccant part of it, should be 
given The lehiamder is all right 
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My head hath its coronal 

at once jolts the whole scheme out of rhythm, and for 
ten lines more it staggers and joggles from bad Chnstabel 
form to sheet Skeltomc, till it rights itself at last, and 
slips back into the proper measure 

It is clear that the man who could be guilty of this 
was prosodically uncritical — that it was hit-or-miss with 
. him , yet at the same timp the hits, where"fuTGenius-=-a 
—benefice nt Mg ah i s top befes — thrusts ^straight and - makes 
up for his feebler and more fumbling Art, are notable 
The peculiar pathetic power of the redundant but slightly< 
smgle- mouldcd octosyllable — a metre, where the iambic 
effect seems actually to flow into the trochaic — has seldom 
been better shown than in the last great thing that he 
did, the dreadfully named and unequal, but at its best 
beautiful, “ Extempore Effusion ” on the Seven Dead 
Makers, in 1835 1 And there are splendid examples, 
without redundance and sometimes with catalexis, in 
“ Brougham Castle ” The mediiative power of the deca- 
syllabic quatrain is brought out excellently in the famous 
“ Peel Castle ” lines, though, as is well known, he chose 


Ye blessed Creatines, I have heard the call 
Yc to each other make , I see 
The heivens Hugh wiLh yon in yuui jubilee. 

My he ut is at youi festival, 

My head hath its lOional , 

The fubnss of your bliss 1 Jed — I fed it all 
0 ivil day f tj f 7(i it sullen , 

While tin haith htt\ilf i\ adorning 
This sweet A fay mornings 
And tin dnldnn are pulling 
On ti't/y sidt , 

In a thousand valhys far and unde. 

Tush flosoeis, 7 uhile the sun shines warm , 

And the babe leaps up on his mother s atm 

“ Tretty enough , very pretty,” if you look at the picture , not ugly, if you 
take individuil lines, as sound , hopelessly out of tune and time if you look 
at the gcnertl measure of the poem 
1 With its famous phiases 

The rapt One of the godlike foiehead, 

The heaven eyed creature sleeps in earth , 

and 

How fast has brother followed brother 
V rom sunshine to ihe sunless land 1 
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to spoil the finest of them Of the full flrosodic_Ji£a.uty 
of the sonnet I do not thi nk hejvas ever master 1 But 
the final blank s of “Yew Tre es” 2 can hardly be beaten, 
or the best of “ Tintern Abbey~”~P~while the modulation 
of the crowning stanza of “^3jjty” could not easily be 
surpassed by the cunnmg est artist in form. Yet here, as 
elsewhere, “ it was more s ti ong than him^ _as one of the 
most admirable of many admirable Fiench idioms has 
it he did it because for once he could not help it, 
against his princi ples, a lmost against his will Now 
“ it was ” never “ more strong ” than Shakespeare, and 
seldom than Milton or than Shelley Their prosodic 
strength joined with that of the occasion it did not arise 
therefrom 

So I think it may b e said gene ral ly o f him that in no p 
great poe t does prosod y play so small a part He would I 
not, I think, gainsay it , nor would the Wordsworthian?, l| 
suppose so~(u i un r e n y eT n tryH j l f~agree In a really wonder- j 
ful u nanimit y 

Yet it will scarcely be held petulant or fractious 
if I turn aside here for a moment to break a lance with 
no Paynim or felon knight on no irrelevant dependence 
I happened some years ago to observe on the famous 
phrase in the great Ode — 

Our noisy years seem moments in the being 
Of the etern il silence, 

i^hctfc this was an example of poetic beauty added to, and 
independent of, the meaning For this I was lebuked by 

1 This matlei of the sonnet will he generally dealt with liter 

2 Ileneub whose sable roof 
Of boughs, as if for fes'al purpose, decked 
With umejhicing berries — ghostly Shapes 
May meet at noontide , Fear and Liembling Hope, 

Silence end hoiesight , Death the SkeleLon 
And Time the Shadow , — there to celebrate, 

As in a natural temple scattered o er 
With altars undisturbed of mossy stone, 

United worship , or in mute repose 
To lie, and listen to the mountain flood 
Murmuring from Glaramara’s inmost caves- 
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a c athedratir uf nobilis ex cathedra nobilissim a — in other 
words, by Professor Bradley, on no less an occasion than 
his inaugural appearance in the Oxford Chair of Poetry 
I “deceived myself,” it seems, the souncLvalue of the 
phrase was not very specially beautiful, and what beauty 
there was is not independent of, or definitely added to, 
the meaning Now, as to comparative beauty, I shall 
say - nothing (for the comparison of doxies is always 
idle), except that in Professor Bradley’s preferred passage, 
the famous 

Tcndebantque manus lipae ultenoris amore, 

• 

the jingle of -oris and -ore, like that of tonuerre and 
Morin ante in Bossuct’s equally famous description of the 
death of Henrietta Stuart, seems to me a thing tolerable, 
doubtless, to the Latin nations, but slightly offensive 
to the more sensitive and elflandish ear of our language 
But let that go Is it true that the beauty of the 
Wordsworthian phrase depends wholly on the meaning? 
That meaning can be exactly expressed thus “ Our 

( noisy 1 

loud-sounding > twelvemonths appear minutes [seconds] 
clamorous J 

in the existence of the unending soundlessness” I defy 
any one to make good the charge that I have left out 
one jot of the meaning, or added one tittle to it, here 
The meaning, the whole meaning, and nothing but the 
meaning, is there , even the opposition of year and 
moment is not exaggerated Nor let any one say that 
these are clumsy, awkward words , for if he does, whether 
justly or not, \a/3r)v SeSco/ce Clumsiness and awkward- 
ness are things of expression, not of meaning Now let 
us examine the phrase itself and see what Wordsworth 
has added to this meaning 

To begin with, the tricksy sprite, who made him 
frequently, though not constantly, contradict his abomin- 
able principles by his admirable practice, has prompted 
him to adopt distinct poetic diction in "our noisy years” 
A “ year " is not, in strict meaning , “ noisy,” any more 
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than it is pleasant or painful or fertile or anything else 
It is, in stuct meaning, a period of time during which 
noise or pleasure or pain may be expci icnced But 
“ our noisy years,” while a distinctly -£gmto expression 
(figuics always add to the meaning), is also a still more 
distinctly beautiful one in__mere sound The two diph- 
thongs in it not o nly enrich tha t sound, but present a 
curious contrast -comcide _n.ce in the way in which the o 
and e sounds arc modified by the i and a Translate 
either word, with the most rigorous observation of meaning, 
and you must lose this Again, “moment” and “being” 
have also a singular relationship in their trochaic character 
non-trochaically adjusted, and in the contrast once more 
of o and e, now unblended Lastly, “eternal” and “silence” 
keep up the game by the foil of the dull, proloiiged thunder 
of " eternal ” to the sharp, deep, brief clang of “silence” 
But, much more, this sound -material so far might 
make piosc, but it would not necessarily, except so far as 
noticed in reference to “ moment ” and “ being,” make 
verse Wordsworth has next done something else which 
rustics and ordinary folk do not very often do He has 
thrown the words and their necessary expletives into a 
great blank-verse phrase (that the piece actually rhymes 
matters no more than, as we saw, it did in Lyudas or in 
Romto and Juliet), into one of those great blank-verse 
phrases of which Shakespeare found out the seciet, and 
which can have nothing to do with meaning 1 The whole 
is practically one, but the parts have each its character 
The first line has, from different points of view, three or 
four pauses (for there is a thinkable one at “ in ”), and 
none at all — that is to say, it runs from beginning to end, 
but runs slowly And it runs with a cadence different 
entirely from that which, aftei the line-pause, appeals in 

Of tlie eternal silence, 

itself one of those great line-fragments which have the 

1 Unless, of course, the term is so extended as itself to lose all meaning, 
ot to include unspecified, unlimited, and unco\enanted Hinterlands of 
“suggestion ” 
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quality of a complete line, and which could be so used in 
drama 

I hope I need not disclaim insensibility to the contrast, 
as pure meaning, of time and eternity, of silence and 
noise It is great, but it is the handling that does it 
here — the handling “ in a poetical way ” The Psalmist 
or Isaiah, Tischylus or Lucretius, Donne or Browne, 
might have put this meaning magnificently for me in 
verse or prose, in Hebrew or Greek, in Latin or English , 
but there would in each case have been something added 
to the meaning, something m a very true sense in- 
dependent of it, which each would h ave given me, and 
which I should have kept distinct, and distinctly treasured, 
as I do this of Wordsworth’s giving The damsel Self - . 
deceit, wit h the pipe-c lay so conveniently concealed in 1 
her pocket, is a dang erous if _au agiccahlc comp anio n, no [ 
doubt, but on this occasion I do not think it is in my 
company that she will be found. 

The prosody of Scott has many points of peculiar Scott, 
interest, not the least of which, for us, is the c ontrast, in 
a very important point, twwpp n fym and the poet whom 
we shall take next — the poet who was in their own time 
considered, with whatever justice, to represent West 
Britain, as Scott himself represented North It is well 
known that Scott had less_o£ musical music in_ tLUH__tIiar> ' 
any recorded poet, except perhaps Shelley — that he not 
only had no t echnic al i nstr uction or practical skill, in it, 
but, as the phrase goes, did not know one note from 1 
another, and hardly knew one tune from another Yet nil 
prosodic music there have been few apter scholars , and 
not many'lfrgater— masters-wher u-varicty and excellence 
are taken into joint consideration 

His largest historic feat in prosody is, of course, the 
catching up and popularising of the Ch nstab cl met re long 
before Chnstabel herself appeared The attempts which 
have been made — by the sort of person who would 
naturally make them — to bring this under the head of 
11 plagiarism ” are really as foolish as they are un- 
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generous. Scott never made the least secret of his 
obligations, and Coleridge, at any rate in public (he 
seems to have not quite equally succeeded m “ choking 
down the old man ” in private), acknowledged Scott’s 
dealing with the matter as a gentleman and a scholar 
should But it has, I think, never been sufficiently 
remarked that a chance recitation or reading of Chnstabel 
at Christchurch can hardly have done more than pre- 
cipitate and ciystallise things long previously existing in 
solution in “the Wizard's^^^nind 

Chnstabel is not in halla d^ metre, ^h>n t the lines of 
Chnstabel are scattered broadcast and wholesale about 
the ballads, which Scott knew as probably no other poet 
has ever known them Spenser and Chatterton had 
preceded Coleridge, and Scott knew Spenser and 
Chatterton almost as well as he knew the ballads. 
Further, irregular though unrhymed narrative verse had, 
nearly a decade before the Lay , been exemplified in 
Thalalm, which Scott justly admired , and in the early 
romances which, again, he knew as no one else, not even 
his friend Ellis, then knew them, he could find equivalenced 
octosyllables, romance-sixes (single, double, or even 
longer), and “ broken and cuttit ” rhymed stanzas of 
various kinds to his heart’s content I do not say that 
he would have used the metre which he did use if that 
lucky visit to the Hampshire coast had never taken place , 
but I think it by no means improbable that he would 
At any rate, the poems from the Lay to the Lord , 
through the Lady and the rest, are by no means mere 
pastiches of Chnstabel , but immense developments and 
variations upon it, metrically speaking 1 They were all 
written and printed before Chnstabel was published it 
can only have been parts that Scott heard, and the 
variations which Coleridge tried, even in the whole, as far 
as it exists, are not very numerous The tamer and 
more machine-made regular octosyllables which open and 

1 Especially m the increasin'! of the (lose of eights to sixes, when he 
adopts this combination — a device which was to lead to Tennyson’s “ Sir 
Launcelot and Queen Guinevere ” and Mr Swinburne’s 7 ale of Balm 
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close the cantos of the Lay (and which, of course, Jeffrey 
admired) break, with the narrative itself, into schematic 
variations, of which Coleridge at best merely suggested 
the possibility There are many more anapaests, and 
the very abundance of them prevents the effect of 
“changed base,” which, as we have pointed out, some- 
times suggests itself with a jar in • Chnstabel \ where 
solid iambics pass into nearly solid anapzests The 
definite arrangement in stanzas, or blocks, enables the 
poet to make each as it were a symphonic integer, and 
to vary his scheme to suit it, while their comparative 
shoitness gives him something of the descriptive advan- 
tage of the Spenserian stanza I need hardly insult the 
reader by warning him that I have no intention of 
exalting Scott at Coleridge’s expense , but distributive 
justice is not content with distributing to one person only 
Scott’s verse-romances are fortunately so well known, 
and their faire is so little recondite in appearance, that 
there is no need to dwell very long on them But it is 
desirable to repeat a note of warning which has to be 
sounded whenever Scott is mentioned He did “ writ e 
— A vith ease,” but to think that, because he did so, he wrote 
without art, is to find yourself between the parapets of 
the Pons Asinorum, if not plunging dovy uL-theheh-within 
the gates of the Paradise of Fools If the man who 
could make this apparently loose and lounging measure 
suit such things (to go onwards from the Lajl) as 
the martyrdom of Constance and nearly the whole of 
Flodden, as the picture of the Tees and the final 
vengeance of Bertram in Rokeby , as a dozen descriptive 
passages in The Lady of the Lake and the Lord of the Isles, 
was not an artist — why, then, the Devil has at least one 
person’s leave to fly away with this poor fine art, as 
Mr Carlyle wished him to do with all of them The 
chief charge that can be brought against the later poems 
is that Scott allowed himself to slip too much into the 
unbroken octosyllable, on which, as we have seen from 
the beginning, the danger of a slipshod and monotonous 
fluency wars and watches with ceaseless malignity But 
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even as late as the “Valley of St John” passage in 
that generally undervalued Budal of Tnermmn (which 
pays a rather graceful royalty of names to Chnstabel 
itself), the power of the measure appears Also there is 
another thing to say, as Thackeray said of that Rubens 
to whom he was not too just “ This is art, if you will, 
but a very naive kind of art , and now you know the 
trick, don’t you see how easy it is ? now that you know 
the trick, suppose you take a canvas and see whether you 
can do it ? " Many have tried to do it in Scott’s way, 
and how have they succeeded ? So ill that there is just 
one user of the octosyllable for long narrative since who 
has succeeded, and he dropped the Chnstabel form 
altogether 

The fact is that Scott was almost a consummate 
master of proso dy — wherever he failed, it was not there 1 
Turn to the much-abused Harold -the Dmmttcss, on which 
vials of critical wrath and contempt have been poured 
ever since a Critical Reviewer gravely discovered that the 
“ preparations and adornments are not consistent with 
the state of society two hundred years before the Danish 
invasion ” I’ut the “Lotos-Eaters,” Adonais, and the Eve of 
St Agnes aside, and it will not be easy to find, in the 
nineteenth century, better Spenserians than the stanzas 
describing the murder-chambers of the Castle of the 
Seven Shields It will certainly be haul to match them 
in Childe Harold , though the measuie of that poem will 
be found frequently, if not always, in the Vision of Don 
Roderick, which is one of the least good things that 
Scott did He seldom tried heroic couplets, nor was he 
a great hand at them, they weie too much “things 
devised by the enemy ” to be his business But his blank 
verse is a very curious study The almost unrelieved 


1 And when he did fail, winch was seldom, it was merely because, at the 
moment, he did not lake trouble enough With his usual impeccable fairness, 
which makes any suggestion that he “stole ’ from Coleridge as fatuous as it 
is offensive he acknowledged that Mat Lewis was his schoolmaster in this 
respect, and Mat, as we shall see when we come to him, was nut ill qualified 
Nor is it the only case in which a schoolmaster has had scholars far greater 
than himself 
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badness of his plays — the only really bad things that he 
ever did — has infected the verse, but the badness 
is certainly not in the verse itself, as the admirable 
fragments which he used to throw off for mottoes 
sufficiently show It is true that some of the “ Old 
Play ” scraps are reminiscences more or less exact , but 
many others are not, and they include some of the best 
blank verse — outside the absolutely consummate speci- 
mens of the great age — to be found in English 

It was, however, in lyric that Scott showed his prosodic 
power most, and furnished us with~7Ke~!nosnntercsting 
contra~sTTcf tris su^ctfssor T her"C x t r aO fcTi n a r y excellence 
of his anapaists (which he may have leafnTTrom Lewis, 
but ltTwlTlcir he left his teacher simply out of sight) is 
uncontestable The three pieces mentioned 1 in the last 
volume, “^oung Lochiuvarj.’ “Bonnie Dundee,” and the 
“ Cavalier's Song ” in RoLcby , attain the true, not the false, 
gal lop o f the_ me tre as few othe ii ,. thing s d o , and in 
“ Locfumar ” more partic ularly th e modu lation of the 
prosod ic m us ic is q uite miraculo us Any suitable tune 
must suit it, but it wants none at all it brings its own 
with it, and he would be a clc^cx composer who should 
equal or represent that of 

One touch — lo hei hand — and one word — in her ear, 

with the sharp and checking divide at cacli foot, and the 
spondee, or spjncthing very like it, befoie the succeeding 
triples Contrast it with the continuous rush of 

“ They'll have fleet steeds that follow,” quoth young Lochinvar, 

or 

There was 1 icing and chasing on Cannobie Lee, 

and you will get almost the utmost possibilities of the 
measure in the particular directions 

But Scott never comes short, whatever measure he His lync 
tries , and in his ballad fiagments he is unsurpassable 

1 Vol n p 431 There is consuleidblc prosodic interest in “The E\e of 
St John” , we may iecur to it under Mooie xml Mac inlay, only indicating 
*he redundant -or rather re illy extra-metric il— 11 ible in such lines as 
And I’ll chain the bloodhound and the war[der] shall not sound 

VOL III G 
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VThe two peaks of attainment here are, I suppose, the stanza 
in the girl’s ballad at Ellangowjmj where the substitution 
is like the advance a nd retreat of a great violinist’s bow, 
and the admittedly - unapproachable eeriness of “ Proud 
Maisie ” This last marvel is of the family of 11 Phyllida 
flouts me,’’ and has all the Protean possibilities of its kin 
— with special adjustment towards solemnity The man 
who could get that music out of words — it wants no 
other but a sort of recitative — could do anything And 
he strews it about, as well as other things beyond price, 
with his usual godlike indiffeience to cost, or fuss, or con- 
sequence When I read Scott — prosodically as other- 
wise — I always think of the saying of a not quite idiotic 
person that iT- ^tatn flowers were as rare and d ear as 
orchid s peopl e would go mad o ver them t 

When thcrcfaie we are told that~Scbtt “ shows a p oor 
choice o f met res,” and manages those which he does 
choose badly — that this is piobably due to his admitted 
insensibility to nu^sic (shared__witlp^Shel|ey, lemember’), 
and that his lines “obey strict rules as jar as the number 
of syllables is concerned, but do notT fill the measure,’’ 1 
fear we must, whatever our respect for the critic," object 
very decidedly and unswci vingly The statement about 
the “ numbei of syllables ” is notoriously contrary to fact 
— you' -cannot open a page of the Aay withiint- perceiving 
it Indeed his supposed syllabic n regularity was one of 
the main causes of the outcry of Jeffrey and his kind 
For the rest, it is possible to maintain — and it is not here 
our business to deny — that Scott has rarely the full 
poetical quality o f the mtenscr poe ts That his metrical 
quality is “poor” simply cannot be asserted, except on 
some very curious calculus Indeed the remarks which 
accompanied the utterance refened to showed that the 
speaker was under the domination of a musical heresy of 

1 “Arc llu.se ibi 1 inks of I'orth,” she s ml , 

<( Or are they tht C rooks of Dee, 

Or the bonnic woods of Warroch Head, 

That I so fain would see?” 

2 Sir John Stirling Maxwell at (he Scott dinner in Edinburgh, 27th 
November l§o8 
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confusion 1 He had, it would seem, too much no^poetical 
music in his head, as Scott had too little And so his 
remarks, like all remarks of the kind, are profitable for 
reproof, for correction, and for instruction in righteousness, 
not indeed directly, but indirectly, because they show us 
what to avoid and how it was not avoided Nay, the 
mention of “ bars " m the context settles the matter 
“ Bewar the Bar " should be the motto of the prosodists, 
ho matter what distinguished family may claim it 

The position which Moore occupies in prosodic history 
is almost unique , and for us extremely interesting and 
important In so far as he langes in Jine with poets in 
general (and it may be observed in passing that the 
attempt to belittle^ him as a poet is a curious piece of 
“ i’hilistiiusm reversed”) he need not occupy us very 
much TTe^sr thoioughly up to all metres that he uses, 
from blank verge_and couplet Ttrrnrrgh— narrative stanza to 
lyric , and, as almo vTcVery body knows, h!s~coffiThancT of 
triple time — a phrase usecTwith 1?) Slice “Tie re — f5~Excq> 
tionally deft and complete, whether in the more senti- 
mental use of it, or in those admirable satiric measures of 
his which give the heaviest artistic satisfaction to readers 
quite on the other side of political thinking Poets of 
Irish blood or birth have almost always been good 
metrists , and Moore is no exception to the rule But by 
his time it was more of a peculiarity for a poet not to be 
at least a tolerable metrist than to be one , and except in 
his lighter veise there is no such distinction about Moore 
in pure prosody that we need dwell much on him 

But there is something more to be said Of all modern 
English poets he has written the most and the best s ongs 
directly to and forjm usic, and of all English poets he was — 
unless I mistake — the most rlinronphlirprarxuul jniisiria n 
There is a fine but distinct difference between him and, 
for instance, Burns in this respect I suppose Burns -sarig, 
as most Scotsmen did and some still do , but I do not 

1 Sir John thought it “generally igrecd that the basis of British mchc is 

the bar, exactly as in music 11 I vcntuie to interject “ Nil pozwalam 1 ” for 
my pait , anel I do not think I shall And myself in a minority of one 


Special rela 
lion of Moore’s 
prosody to 
music 
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remember any evidence that he composed _ gr s tudied 
music. or even understood it technically He had a 
marvellous faculty of suiting his words to well - known 
popular airs, and that was all , though it was enough, and 
more Yhan enough In fact, as is also well known and 
has been noted, in a large number of perhaps his best 
songs he started from the old words or parts of them 

But Moore for the most part wrote wo rds to airs 
which had no words, or none in English, or quite different 
ones , he often seems to have modified the existing 
musical schemes, and he not seldom composed or recom- 
►posed his music t In fact he, and almost he alone, seems 
to have been what the musical prosodists would have all 
poets to be — a peison who was_“ bilingual ” — -who could 
express himself indifferently in notes and in words, or in 
the two blended 

The results of this were double , and though he him- 
self lecogmsed the fact clearly and has stated fiankly one 
side of them, this fact has been veiy little studied, and its 
main lesson hardly learnt at all Only the good side 
presents itself in some of his most famous and, I dare 
say, beautiful things, “ When in death,” “ I saw from the 
beach,” “ Oft in the stilly Night,” where the prosodic~and 
the musical music are each perfect- in its way, a nd each 
perfectly accommodated to the way of the other But 
there is a second class 1 whcie this cannot be said — where 
the prosodic music, though no doubt accommodated to 
the musical, is a"Wommodated in its own despite to its 
own loss, and in fact occasionally to its tern poi ary de- 
struction Not that Moore evei, or save very rarely, 
condescends to the vulgar error of “committing short and 
long,” of laying a musical stress on a syllable that Will 
not prosodically bcai it, or stiaining the already large 
tolerance of English “ common-ness " by sliming a syllable 
unflinchingly long But he docs do something else which 

1 It may almost be said Ih it there is a thud — when, the music necessitates 
prosodic airangemcnts, unobjectionable m themselves, but not strictly accord- 
ing to prosodic rule Of such is that “Shi|ning on | shining on,” to 
winch I refeircd in vol i p 403 notc y thereby drawing down the (I think 
mistaken) disapproval of a friendly Amcncin cutic 
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is prosodically wicked, or, lathci, prosodically impossible, 
and what that is we must point out 

Take, for instance, the favourite, or once favoured, 
“ Eveleen's Bower” That melodious and (as Moorish 
morality goes) most moral ditty is apparently couched in 
a very simple metre, anapaestic sizains with i, 2, 4, and 5 
monometric, and 3 and 6 dimetnc But in reading it 
prosodically one becomes conscious of some awkward 
jolts arising fiom syllables which arc natty extra-metrical, 
and thcrefoie, according to the views of this book, 
utlagatae , though one may sometimes wink at them as at 
other outlaws Such is the last line of»the first stanza 
And wept behind the clouds o’er the maiden’s sli ime 
Here the prosodic stan/a has no use for that " the ” — 
cannot away with it — cannot smuggle it by any hideous 
compound of amplubrachs or amphimacers The thud of 
the second — 

And Heaven smiled again with her vestal flame, 
may, though giudgingly, be allowed the benefit of that 
monosyllabic pronunciation of “ Hcav’n ” which Gascoigne 
blessed and Mitford banned , but it is prosodically ugly 
And the whole of the rest of this stanza 1 is the same , for 
in 4 you must either make “will” long, which is out of 
place, or allow a four-syllable foot , you must grant 
the tetrasyllable, anyhow, in 5 “ Many a ” can be 

escamoted in stan/a three , 2 but the stumble of the extra 
j syllable returns in the finale 3 

' Now, I know that theie are people who will accuse me 
of prosodic prudery foi objecting to these extra syllables 
I can only say that I think I have shown that English 

1 Iiut none will see ihe da), 

When the clouds shall piss away, 

Which that dark hour left upon Eveleen s fame 

2 And many a deep print 

3 Hut there’s a light above 
Whieh alone cm remove 

That slam upon the snow of fair Evelecn's fame 
Of course you Gan get out of the difficulty by splitting the lines and couplets 
violently, making some parts wholly dissyllabic in basis (as “ Hut none | will 
see | the diy*’)and others mixed Hut Ibis is uglier still (Compare the 
line quoted from “The Eve of St John” above, and note the difference ) 


The lesson 
of 1 1 Eveleen s 
Bower ' 



86 


THE ROMANTIC REVIVAL 


BOOK IX 


poetry could do without them, and had done without them 
from Chaucer to Coleridge I do not see why what was 
good enough for them should not be good enough for 
Tommy Moore, though I have, as I have said, not the 
least contempt for the said Thomas, but a good deal for 
those who contemn him, and though I am by no means 
excommunicating tetrasyllable feet as such and in saccula 
But the thing recovers toleration, and much more than, 
toleration, in virtue of the lesson it gives us, that though 
there undoubtedly is, and should be, a concordat between 
music and prosody, the terms of that concoidat must 
rigidly exclude dictation by the former to the latter, and 
still more rigidly attempts to arrange the latter in terms 
of the former They have large subjects over which they 
can jointly rule, large fields which they can jointly 
cultivate with pleasure and profit to everybody concerned 
But each has its proper districts in which the other can 
only intrude, or even permit itself to be invited, to its 
own loss, and not improbably to the loss of both The 
astounding tucks which the musical prosodists play with 
blank verst , and the frank admission of some of them 
that blank veise is not, to their thinking, poetiy at all, 
and the practical impossibility of "setting” it without 
entirely denatuialising it, illustrate this fact on the one 
side “ Eveleen’s Bower ” and the “ Portuguese ” air 
words 1 illustrate it on the other 

Nor would Thomas — sive "Moore” mavult, sive 
“Little” wve “Brown Junior” — have had the very 
slightest difficulty in setting this prosodic crookedness 
straight had he chosen to do so But he did not choose 
And, as any one may see who will hum either the actual 

1 I do not mean “Flow on, thou shining River,” which is perfectly regular, 
but “ Should those | fond hopes | e’er fot|sake thee,” to which Moore, with 
his usual good natuied frankness, has appended the note “This is one of the 
many instances among my lyrical poems, though the above, it must be owned, 
is an extreme case, where the metic has been necessarily sacrificed to the 
structure of the air ” As a matter of fact Lhe base of the lines vanes irrccon 
cilably witness the opening line given above , the next — 

Which now | so sweet jly thy heart | employ , 

and the last — 

On our thresh | old a welcome still found 
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air or any one that he makes up for himself to the words, 
they come musically all right But this does not make 
them right prosodically 1 What it does do is to indicate 
and illustrate, with inestimable power of search-light, the 
gap that here lies between the two It does more it 
explains to us at once how the Steeles and people of that 
sort, going on musical principles, make prosodic “ pie ” of 
^poetry that is all right in itself No musical light above 
can remove the prosodic stigma on Eveleen , but one can 
only be thankful that this light above has so helpfully 
revealed to us what it has 2 

The prosody of Landor ought to occupy a more con- Landor 
siderable place in studies of him than has generally been ordlnn - r 7 

r D J prosody 

given to it , but it does not require very much space in a 
history of the special subject Some light is cast upon 
it — and like a grateful thing it returns the benefit to the 
giver — by his well-known statement that poetry was an 
amusement to him, but that his real efforts were bestowed 
upon prose , and in studying it one understands still 
better that extraordinaiy and at first sight puzzling 
absence of difference between his prose and his verse 
The great Landonan phrase is indeed common to both , 
but it is rather rnoie copiously bestowed upon prose 
While, as if with intent to make amends, though in a 
doubtful fashion, he seems sometimes to have aimed, in 
verse itself, at that almost negative perfection — that 
comparative featuielcssncss — which is no doubt a charm 
in certain prose, though not specially in his The 
narrative blank verse of Gcbit and other things, the 
dramatic blank verse of the “ Acts and Scenes " and the 
verse-dialogues, his usual decasyllabic couplets, and his 
octosyllables like “Damoetas and Ida,” are almost faultless; 
but if their faultlessncss is saved from being uninteresting, 
it is chiefly by imagery and phrase Although he does 

1 That is to say, they are " words,” not poetry , song-thralls, not the 
freemen of the Must 

2 I would not be thought to denounce such things ns the beautiful 

At the mid-hour of night wbLn stars are weeping I fly 
The rhythm, though unusually managed, comes all light here as a five-foot 
anapaest, and does not require any “ shake ” or “ twiddle ” 


his 
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That of his 
' ' < pi grams 


himself some injustice by asserting, in one of his later 
writings, that he had been turned from the study of the 
eighteenth -century poets by Milton, and had afterwards 
been able to listen to nobody else, there is no doubt too 
much Miltonic echo in these larger pieces Yet Milton 
never fails to make his form eloquent Apologists may 
talk of “ impei sonality,” “classical restraint,” and anything 
else The fact remains that the bulk of Landor’s longer ( 
poems too much resembles in form — and it is in that 
respect alone that we are speaking of them — a very 
perfect school exercise, a collection of glorified Newdigates 
It is not so with his shorter pieces Even the blank 
verse intioductory lines to the Collection of 1846 contain 
verse with more ldiosynciasy in it than the " pale and 
noble " staple of their larger forerunners , and the motc- 
like myriads of epigrams, in the wide sense, that follow, 
deuve sometimes the greater part, and almost always 
something, of their admitted charm from the fingering of 
the measure Certainly this is the case with the two 
peaks of his poetry, “ Rose Aylmer” and “ Dirce,” where- 
with, as it were with a light and left shot, he has revived 
some of the best cadence of the Caroline “ common ” and 
“ long ” measure In fact Landor has a most singular 
resemblance to Ben Jonson 1 m the fashion in which each 
has assimilated the nature of the ancient epigram — its 
singular pellucidity, and the closeness and cleanness of 
form which accompanies pellucidity naturally enough 
Only in the Greek Anthology and in these two English 
writers, perhaps, can be found things so peifectly 
resembling the dewdrop, the sunlit icicle, the tide-washed 
cornelian, and the jewels which art has more or less 
successfully modelled on these three natural examples 
of the combined qualities, with colour added or withheld 
The devices adopted are of course not new , they could 
not well be, and Landor would have been suspicious of 

1 There is even a more special resemblance between “Rose Aylmer” and 
“Drink to me only,’ in that the former, as his lecenlly been pointed out, is 
almost a mosaic, not merely of Lhought, but of solid phiase taken fiom this 
and that poet, even such an unlikely one as Beattie Here also the “added 
charm,” of special poetic handling m composition, is the source of the beauty. 
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them if they had borne a novel appeal ancc But they 
are magisterially applied, as, for instance, this sudden 
shortening of outline, which must have displeased his 
good contemporaiy Crowe 1 

Pleasure 1 why thus deseit the heart 
In its spring tide ? 

I could have seen her — I could part, 

And but have sighed 

• O’er every youthful charm to stray — 

To gaze, to touch 

Pleasure 1 why take so much away. 

Or give so much ? 

A tnflc, pci haps , but it will not bg easy to beat this 
trifle in appropi lateness and beauty of prosodic form 

One is tempted to linger among these far too little 
known gems, such as the thoroughly Elizabethan — 

I hope, indeed, ere long, 2 

and many anothci of the “ Ianthe ” poems I thin k he 
made a mistake when in " St Charles Borromco ” 1 he 
cut the quatrain in a fashion different fiom Tennyson’s 
cutting, putting a four-svllable line in the second place and 
a six in the fourth The other way would have been all 
right And I may venture, not for the first time, to point 
to the verse in Dry Sticks , apparently written not much 
befoie the date ( I 8 5 S) of that volume, as an example of 
“faultless” handling that is not devoid of idiosyncrasy 

'Tis pic isant to behold 
The litlle leaves unfold 
Day aftci day, still pouting at the Sun , 

Until at last they date 

Lay then pule bosoms baie — 

Of all these floweis 1 know the sweetest one 

If the last line is not quite equal to the rest, it is not for 
prosodic reasons , and the whole is almost a text for 

1 Vick inj chapter on I’rosodists in this hook 
8 IVoils, ed 1876, vol vni p 2, No mill 

3 Saint, beyond all in glory who surround 
The thionc above 1 

Thy placid brow no thorn blood dropping crowned, 

No grief came o’er thy love — Ibid p 213 
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Campbell 


pointing out what, without splash or curvet, zigzag or 
explosion, perfect and distinct prosodic adjustment caa 
do for little more than ordinary things While for handling 
of the famous “ sevens ” of the seventeenth century “ The 
Three Roses ” 1 is not easy to beat 

The only other poet in the pioper sense, of the special 
half- generation, whose verse demands notice heic, is 
Campbell, for Rogers (v\ho was older than any of the, 
persons mentioned as yet in this chapter) deserves, partly 
owing to that age, no special criticism in it. The once 
famous Pleasures of Memory are inferior Goldsmith , 
Italy and the rest are of that mediocre blank verse which 
is not so much “ crippled ” as “ watered ” prose , and the 
octosyllabics which he wrote aftci the popularity of Scott 
and ldyron, are not very different from the least good 
examples of Scott The criticism which has-been cited 
above as inapplicable to Scott as a whole applies to 
Rogers as a whole his verses obey the rule of regularity 
in number of syllables, and have little else to recommend 
them The centuiy in which he had been born h«d 
taught him this regulanty , the century in which he 
spent the longer poition of his long life taught hmi_ 
nothing more 

Rogers was thus a Tanu s of the worse-face only 
Campbell kep t bo th His couplet - poems, from the 
respectable Pleasure; of Hope to the illegible Iheodnc 
and the unread Pilgrim of Glencoe, may be classed, from 
one point of view, with those of Rogers The Spenserians 
of Gertrude of Wyoming are among the least successful 
effects in that gicat metre made by any poet who has 
elsewhere done really good things But his lyrics are in 
quite a different case When the deadening hand of the 
long poem — for Campbell seems to have been not merely 
a slow, but a positively lazy writer — and the obsession of 
regular metres was off^ him, he became another man 
The rough vigour of the version of “ Hybnas the Cretan ” 
contrasts strongly, but most satisfactorily on either side, 

1 When the buds began to burst, etc 

Ibid p 2 88 
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with the languor, almost as of an eighteenth -century 
Tennyson (if anybody can frame that idea J ), of the 
“ Fragment from Aleman ” The anapaests of “ Lochiel ” 
furnish forth some splendid and famous lines, but they 
have not always shaken off the rocking-horse movement, 
which is less, though sometimes, present, in the beautiful 
but much less well-known lines “Wntten on Visiting a 
.Scene in Argyllshire,” and, after the first splendid stanza, 
infests the “ Soldier’s Dream,” while it has “The Wounded 
Hussar ” for an almost unrescued prey Many of the 
minor poems are not uninteresting prosodically , but, 
after all, Cam^byll's three most famoys things are, as is 
not always the case, his best prosodic tests 

11 Hoh enlinde n ” comes out triurnpTiantl} r In fact the 
prosody is more 'blrarn'MTalF this “Battle— the close-knit 
tri plets with the similar b ut se parated refrain -fourth 
line, the imperfect rhymes on almost though not quite 
assonanced word-values, 2 are prosodic or nothing “The 
Rattle of the Baltic ” is more ambitious, and at its best 
even fin er , but its structure" is ffiore artificial, and the 
artifice does not always “comeh5ff” The tapering of 
the anaprestic^scheme to the single foct line at the end 
is very bold indeed, and perhaps issues a perilous invitation 
to burlesque, 3 but it is not easy' to conccne anything 
better suited to the subject While “Ye Mariners of 
England ” shows that Campbell had more than something 
of the special skill of his countryman, Burns, at catching 
up and perfecting old songiSnatchcs 4 

1 It ii one of the recompenses of the study of piosody that it brings many 
such forms before the half shut eye 

2 “ Kapidly,” “scenery,” “revelry,” “ arlillery,” “ rapidly ” again, 
‘'canopy,” “sepulchre,” which Ompbell was certainly thinking of 
Dryden's rliytpe, and reading “ sepulchrcc ” These crclic endings are the 
very prosodic soul of the piece 

3 We shall see” that ilolmes acknowledged suggestion from it for his best 
comic pathetic-$»ece 

4 The pressure of space becomes uncomfortable here There arc many 
isolated pieces of verse which can hardly be noticed in detail, such as the 
extraordinarily pathetic cadence of I amb’s “The Old harm liar Paces ” and 
the astonishing rdusstte of Wolfe’s “ Burial of Sir John Moore ” Fortunately 
most of these are well known, and few are recondite in system In both the 
cases mentioned the redundant syllable, with its curious retroactive effect, is 
the secret 
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Mai J.mis “Only one other poet,” I said ubove, and it was in 

the strict sense true, but thcie is yet anothei wntei of 
verses who in this history cannot be wholly neglected, 
and that is Matthew Gregory Lewis Perhaps nothing 
that he wrote deserves the name of poetry But we 
have indubitable testimony to the fact that, both by 
precept and example, he was, at an early date and long 
before the great work of the great school appeared, the, 
champion, bo{h of exact versification in a good sense, and 
of widened and strengthened versification as well You 
may laugh as much as you like at “ Alonso the Brave 
and the Fair Imogene,” but it is quite ccitain that the 
pair showed the way to something like a new use of the 
anapuist , that Lewis was a perfect master of easy metre 
yeais befoie Moore and decades before Piaed and Barham , 
and that, in his time and place, he was really important 
jjrosodically He got his knack beyond till doubt, from 
his early German visits and studies — from Buiger more 
^aiticularly perhaps, but by no means from Burger only 1 
Foi there is no doubt that if Germany was doing us 
some hann by hexameters, and lhymelcssncss, and other 
follies, she had in her lyric, old and new, considerable 
stores of lcfieshment and restoration for English at 
this tunc 

1 The inllior of “ Lt norc ” (is, for instance, in “ Luimlu und BWncline ’ ) 
docs not quite escape the tendency of the ampest to centering rather thin 
galloping motion, but his mspiiiting influence must hav e been threat In 
f\rt, as is indeed nilural, German pocliy, caicfully studied, is a very great 
help to unde i standing lbnglish, though nrc is cer! only needed I do not 
think that I have had any external help from modern literatures more important 
than that which I have diawn from being fund nr since very eaily yc\rs 
with German poetr) fioni Goethe to Ileint, and from having rnoie recently 
extended my knowledge both backwards and forw irds 
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THE SEC OND RQM \N I IC -L ^£U4-P- (LEIGH HUNT, BYRON, 

SIIELI EY, KEATS, AN1) MINORS) 

Leigh Hunt — Byron his lyrics — I T is blank vmse, etc — His Spenser- 
1 , 'ns— His seno-cninic ottava —Digression on I reie — Hyion’s 
adoption of it — 7 km Juan — Shelley — Undelibciateness of Ins 
piosody — The “ Juvenilia ” — Omen Mab — His blank veise fiom 
Alnstot onwauls — His eai ly Spensenans — Puna Athanase mil 
the tercet — Rosalind and Ihlcn Shelley’s octos\ llables - -Julian 
and Maddalo his lieioics — Blank veise and other meties in 
drama — Prometheus Unbound — 7 hi Masqat of Annuity , elc — 

'1 he U'itt/i of A da? and the octave — Eftpsyt hid: on and Adotnus 
— 77a J numph of Lif, etc — The smaller lyucs, etc — Keats 
— The caily Poems — The Sonnets— P.ndynuon mil Keats s fust 
couplet- the piosodic cnticism in the Quarterly — Isabella and 
his octal e — I.amm and the linpioved couplet — Hyperion and 
its blank verse — 1/ie Evi of St Aqncs and the Spenscnan — 

The vanous ode stanzas— La Belli Panic sails Man and The 
Eve of St Mail — J he “ Inlennediates ” — “L b L — Haynes 
Hayly — M leuuluy — “The Last Buccaneer Pi aed — I he 
“Pi .tttl metre” — Hood — “ 1 he Haunted House” — His minor 
poems — Hurley and Ikddocs 

It is not merely convenient, but almost necessary, to 
make two batches of^tlie throng of poets who illustrate 
the years from 1798 to 1824 For not only would their 
aggregation make a chapter enoimous, in the strictest 
sense of that rather misused woid, but there 1 5 a distinct 
clea vage between them — a clcavqge , though p roduced 
by rather differ ent causes, of somethin g the same sor t as 
that whic h ex ists between t he strictly Ehz n)~>pthan nnH 
the m ainly post^ElIzabethanTIra matists. 

The writer whom some may be surprised to find put Leigh Hunt 
in front of Byron, Shelley, and Keats in the title-heading, 
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deserves his place for something more than the fact that 
he was four years older than Bvron — for something more 
even than the still grea ter claim of having been, to no 
small extent, the direct master of Keats himself. Hunt 
is one of those very distinctl y second-, if not third- rate 
poets, who d eserve almost the first p l ace in a hjstory 
of^jprosody. He has had some rather extravagant 
personal and political championship, but his personal 
and political partisans have too often done him' 
nothing like the justice that he deserves in matters 
of pure literature A gre at poet he lyas not , . nor 

was h e exactly a great writex -m — an y - wa y But in 

prose he, more than any one else, des erves th e c redit of 
having turned the eighteenth -century essay into that o£ 
the nineteenth . and m verse. especiallv t he fo r m oTve cge, 
he deserves even wider if no t higher pia ise That 
singular catholicity — to be a little kind, and more than a 
lffctl« blind to the fact that it almost deserves the less 
amiable word promiscuity — of t aste which ma rks Hunt, 
and which Macaulay, as shrewdly as kindly, selected for 
eulogy, did notjn Inm confinecitself-to mure appreciation 
sit found frequent expression in intelligent following His 
greatest achievement in this way was of course, so far as 
we are concerned, the r evival of the eniambed decasylla bic 
couplet which he effected and partly taught to Keats 
This will be best dealt with when we come to Keats 
himself But the results of Hunt’s own affectionate 
discipleship to all English poets from Chaucer downwaids, 
and to many of the French and Italians, were not limited 
to this The consequence is that in his by no means 
extensive budget of verse (it is perhaps rather to his 
credit that he wrote so little, considering that he wrote so 
long and lived at least partly by writing) there could be 
found a large number of things prosodically remarkable 
Rnmni of course is one, and, from the above-mentioned 
point of view, the chief But the famous''* 1 Abou Ben 
Adhem,” which judiciously adopts the less enjambed^foi m 
of couplet, could haidly have been bett er clothed than in 
the quiet, evenly flowingTobes of that measure, where it 
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is neither s nipsnap qor slipshod, Both the anapaests and 
t he iambs of “ Th >> Pal frpy." are as deftly managed , and 
so are the fourteeners of “The Glove and the Lions,” 
waiving altogether the question whether Hunt or Browning 
has taken the right view of the story Neither shall any 
difference about views prevent acknowledgment of the 
^/fhetrical excellence of “ Captain Sword and Captain Pen ” 
The well-known rondeau “ Tennv kissed me ” (they say 
now it was not Mrs Carlyle, which is a pity) could not 
be better of its kind , and the “ Nile ” and “ Fish ” sonnets 
(at least the last of the three on this latter subject) are 
almost consummate When a man, in a tournament with 
Shelley ancT Keats, can strike such a stroke as 

The laughing queen that caught the world’s great hands, 


he has hewn his way once for all into the Joyous Gard of 
Prosody That line was wntten ninety yeais ago, and 
you will find echoes of it often since But you will not 
find anything like it for ninety years before, and hardly 
for twice ninety, till you come to Shakespeare— since it 
is not quite Miltonic Still, it may be said, all these are 
small things , and you can match most, if not all of them, 
elsewhere But will you match all of them in the same 
man at the same time, and earlier than this? — that is 
the question Leigh Hunt is beginning the nineteenth 
century karole of eclectic and vaiied versifying — the 
multiplication of metre to match the multiplication of 
subject , and he is exhibiting that curious rummaging 
and ransacking of earlier poetry, domestic and foreign, 
which was also to have so great an influence on his 
younger contemporaries, and which in his elder had, save 
111 Southey’s case , 1 been a little partial and one-sided 

We shall see, when we come to discuss Guest’s History B J r0,i 
of English Rhythms , that he falls foul of Byron for laxity ' Jr ' cs 
of metie , and 1 shall find myself there in the rather 
unwonted position of defender of “ the noble poet ” in the 
particular instance Nor am I disposed to think that 

1 It may be urged that Wordswoilh, especially about 1807, studied the 
earlier poets, even with special prosodic intent lie did , but it was rather 
late in his career, and I do not think it profited him much 
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the hardest things which can be said of Byron usually, 
or perhaps ever, concern the domain of prosody His 
inability to reach the most sacred and highest places of 
poetry indeed pursues him '"Sere — there is absolutely 
nothing of the magici an about him , and he is sometimes 
inclined to what, in his unfortunate way, he was disposed 
to look upon as a proper aristocratic carelessness — a 
carelessness not, like Scott’s, a natuial and actual part of 
an unpretentious nature, but, on the contrary, part of his 
own invariable and dcli bciate pose His rhymes are too 
often botched up for the minute, as in the famous case of 
“ There let him lay" and his phrase varies from the 

bo mbastic to the sl i psh od .But he can always use metre 

with a craftainauJ ikc n -ff cc f ulness when he chooses , and 
sometimes he is not unoriginal in respect of it I have not 
yet succeeded in discovering - * - where he got^the— iMotrc of 

vX I entci lliy gulden of roses, 

*' Helmed and fair IJaidoe, 

which, as my friend, Mr Mowbray Moins, pointed out to 
me many years ago, is the onginal of Praed’s “ Lettei of 
Advice,” and of Mr Swinburne’s “ Dolores,” slightly further 
altered, and which, by one of the miracles of prosody, 
turns the rickety jmglg^of Byrom’s and Shcnstone’s and 
Cowper’s three-foot anapaest, and his own "Bright be the 
place of thy soul,” into a magnificent harmony 1 do 
not see how any one can think scorn of the movement of 
When \vc two parted, 

where the “ knapping ” of the anapaestic dimeter is 
magisterially accomplished , and in the same way I am 
not going to let any “ hackneyedness ” shame me qut of 
thinking highly of the metre of “Maid of Athens” 
“ To Thyrza” has that continuous catch and run of line 
to line which has been noted more than once, and which, 

1 Gay’s “Molly Mdvj” his !«en sugm-sled, and so, for tint matter, 
might those delightful lines of Chcslcrfidd s vvhidi I quoted at n 528, and 
Lilly Mary's “ Good nudun, when Irdies me willing'’ Hut I want a 
set cons example, and one whole the dissyllabic ending ouuis Not all even 
of “ II aidce ” has the unlit ciduicc, and slill less of tile “ Sian/. is In Augusta ” 
Indeed it is not cerium lhal Hyron at this turn meant ‘ llaidee” for a dis 
syllable, for the modern Greek w hich he 15 adapting is XajjSiJ 
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when it appears, is always a note of something more than 
prosodic adequacy “ She walks in beauty ” and “ The 
Assyrian came down ” may rank with “ When we two 
'parted” and the " Maid ” as coins of verse of which long 
currency has not m the least reduced the value , and, as 
I dare anything in this book, I shall join “ There be none 
of Beauty’s daughters” to them The final Missolonghi 
verses — which atone for so much in substance, and, with a 
little more supremacy of expression, might almost be 
accepted as payment in full — exhibit admirably the 
effect, to which attention has so often been drawn, of a 
shortened last line None of these is actually supreme 
Bj ron never was supreme here, as he certainly was 
not elsewhere in poetry , but they are all more than 
competent 1 The blank verse of the “Dream” and of His blank 
“ Darkness ” is very much more than competent — if it verse ’ ctc 
were not for the accursed smatch of rhetoric in the bad 
sense which always mars a draught of Byron, there would 
be even some consummateness about them As for his 
couplets, the heroics arc fair eighteenth-century standard 
with a good deal of “ devil ” infused into that sometimes 
rather spiritless body , and his octosyllables, regular or 
free, are Scott dosed in the same sort of way The well- 
known patches of Pansina and the Bride of Corinth show 
him at his best here But it is in the Spenscrians of 
Childe Harold and the “ Frerians ” of Beppo and Don Juan 
that Byron’s prosodic interest probably lies for most people 
I do not and cannot like his Spensenans, despite the His 
tours de force , known to everybody, that he has executed s P ulsenans 

1 Another remarkable experiment is to he found in the stanzas beginning 
Could Love for ever 
Run like a liver 
And Time’s endeavour 
Be tried in vain 

This also has been enormously improved upon, but Byion Ins given the 
model I think, by the way, that “When we two parted” is a valuable key 
to that remarkable song in The Deformed Transformed which has been 
referred to before as an apparent stronghold for the amphibruclnsts 
The black bands came over 
The Alps and Ihur snow 

Both are really only unequally split up anapaestic dimeters 
VOL III 


H 
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in them It is not that the ingrained vulgarity which is 
Byron's hopeless fault breaks out m the Preface of Childe 
Harold — though vulgarity and Spenser can no more keep 
house together than banality and Milton It is not that 
the sham sincerity and the sham strength, which attract 
some people and repel others, are of all other things most 
alien from a metic that is as true to an unaggressive 
yet irresistible sweetness and truth as its own Una There 
are some very plain, unvarnished, un-“ high-falutin ” reasons 
why Byron's Spenserian “ will not do ” technically and 
mechanically In the first place, he has not only not got 
the right line to build it of, but he has got a hopelessly 
wrong one The Byromc line is almost always neither 
more nor less than a half-couplet of very fair, sometimes 
excellent quality, more or less regularly middle-paused 1 
We said of old that Lycidas was blank verse rhyme-tipped 
in a special manner for a special purpose , we may say 
now that Childe Harold is couplets with their rhymes 
wrenched into Spenserian order, and with a Drydenian, 
not a Spenserian, Alexandrine thrust in at regular (and 
theiefore hopelessly un-Drydenian) intervals That there 
are not seldom some fine results of this medley, this 
biblical “ confusion " , that Ardennes waves her leaves 
not without harmonious rustle, and that the deep and 
dark- blue ocean rolls majestically enough, that Venice 
and the Rhine might be celebrated in worse vessels or 
vehicles — one need not deny 

Bat, all the while, within we hear 

How sweet, how different a thing — 

a thing which we have a right to hear, for Byron has 
been rash enough to force the hearing of it on us — the 
music of the song of Phaediia and of the incantations of 
the Bower of Bliss, the setting of the Caves of Despair 

1 Spenser {v sup vol I p 368 note ) is always careful to make pauses in 
the individual lines, unless for special reasons, as various and as little corre- 
spondent as possible Byron, as he always is, is prodigal of strong and 
generally centripetal breaks Nor, as a general rule, does Byron know how 
to fit on the Alexandrine so as to make it an organic part of the stanza It 
may be said, with some support from his own Preface, that he had Beattie 
lather than Spenser before him , but I haidly think this mends matLers 
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and of Mammon, the magical caroche of quest and fight, 
of pageant and dieam And we do not want his lord- 
ship’s shoddy — even though Spenser and Dryden, Pope 
and Scott, are the victims of the devil 1 of it — any more 
that day 

He would, I think, if he had ever tried it, have 
managed rhyme -royal even woise than he managed the 
Spenserian For the power of this last metre is so great 
that, even mismanaged by a man who himself has any 
power at all, it cannot wholly fail , and there is no doubt, 
as has been already acknowledged, that B>ron’s best 
effoits in it are fine poetical rhetoric, qr rhetorical poetry 
of a bastard but vigorous growth Now rhyme-royal, as 
we have seen, can easily be very bad indeed , and its 
peculiar merit of plangency, without turmoil and “ to-do,” 
was not one that Byron was likely to develop 

But with the metre that stands between them he His smo- 
vvas far luckier, I have once or twice hinted that the comlc ° ttava 
octawe, tor purely serious purposes, does not seem to me a 
rnctrcCexactly at home in English, despite the numerous 
fine things that we have had in it from Chaucer onward 
But in the land of its origin, asTmost people know, it was 
largely emplojed for purposes which weie either not 
wholly serious or delib erately serio-comic The credit of 
discovering how this gift of the metre could be developed 
in English has generally, and I doubt not rightly, been 
given to that remarkable master of wit and wisdom, John 
Hookham Frere, in The Monks and the Giants I have 
pointed out, in speaking of Fairfax’s Tasso, the tendency 
of the couplet to separate itself from the sixain, and 
collect itself into a sort of pointe The value of this 
peculianty for builesque or serio-comic purposes is 
obvious, and can hardly be exaggerated — in fact, in the 
rhyme-royal, Sir Francis Kynaston had frequently availed 
himself of it nearly half a century later than Fairfax 
But stanzas were rapidly going out of fashion then , and 
when the eighteenth century tiled them for builesque it 

1 This is not bid language The u devil” is the actual name of the 
machine which Lears up old stuff into the visps from which shoddy is rewovtn 
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blundered into the Spenserian, which is usually impatient 
of this catachresis, and actually (as we know it did in 
Shenstone’s case) converts the scoffers by its own power 
Frere 1 knew better , and when “the brothers Whistlecraft ” 
wrote their “ Prospectus and Specimen of a National 
Epic” in 1813, and the survivor of them began to publish 
it four years later, the lesson of Ariosto himself to no 
small extent, but of Pulci and Berm still more, had borne < 
almost full fruit. 

In The Mouki and the Giants the handling of Beppo , 
Don Juan , and the Vision of Judgment is all ready 
The means consist chiefly of a double management of 
the separated couplet just referred to Sometimes the poet 
avails himself of it, as it were to “turn upon himself” 
after having written a tolerably serious sixain he crowns 
it with a comic cap-and-bells At other times he lets 
the whole proceed to this culmination or explosion 
Another very important point illustrates the curious 
chance-medleys of prosodic biology Double rhymes are 
necessities in Italian, and there have no essentially comic 
tendency In English they have something of the sort, 
while triple rhymes require the utmost care in management, 
and the strongest infusion of passion of some kind, to save 
them fiotn the burlesque effect Now the serio-comic 
writer has unmatched opportunities, with these lengthened 
echoes, in the octave 

Frere used them uncommonly well , 2 but Byron, beyond 

1 Frere’s JV07Z1 (1871) are full of practical and not devoid ( v inf chap iv ) 
of preceptist interest as legards prosody But “Whistlecraft” can be found, 
more accessibly and cheaply, in a volume of the late Piofcssor Henry Morley’g 
“ Carisbrookc Libnry,” Patodies and Burlesque Puies (London, 1890) It 
is only fair to Gay to remember that he did use the octave in his “Welcome 
from Greece ” to Pope , but he has not there mastered the full effect of the 
final couplet 

a Seldom belter, perhaps, than in this early stanza 
We must take care in our poetic cruise 
And never hold a single tack too long , 

Therefore my versatile ingenious muse 

Takes leave of this illiterate, low bred throng, 

Intending to present superior views 
Which to genteeler company belong. 

And show the higher orders of society 
Behaving with politeness and propriety 
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all doubt, used them better I do not know that he ever 
did things much better than in Eoppo itself, but the com- 
parative insignificance of scale and subject there, and the 
rather cheap indulgence of personal and political “ black- 
guarding ” in the Vision, necessarily make Don Juan the 
chief place of exercise and illustration There is hardly 
a better example, in this history which we are trying to 
Jell of pre-established harmony between measure and 
matter, than that most happily interrupted poem, which 
could hardly have given us anything better than it gives if 
it had gone on for another sixteen or sixty cantos , which, 
in going on, would probably have degenerated into stock 
satire of a society already becoming unfamiliar to the 
writer , and which actually contains variety enough to 
satisfy the most restless hater of monotony, and accom- 
plishment enough to defeat Momus himself 

There are periods when, in Don Juan 

A neat, snug study on a winter’s night, 

without the distractions which the poet himself suggests 
as alternatives or additions to a “ book,” one wonders 
whether it would not have been better that Byron should 
have written nothing but Don Juan It is difficult to 
believe that it can ever have done any serious harm to 
any one , it certainly has given many abundance of not 
in the least disreputable delight, and, once moie, it is 
such a marriage of spirit and form 1 Once more, as in 
all the great instances — Chaucenan riding rhyme, 
Spenserian stanza, Shakespearian or Miltonic blank verse 
(each in its way the greatest), Caroline lyrics, the heroic 
onslaught of Dryden, and the satiric revue of Pope, — the 
thing is almost unthinkable in any other measure He 
has made very good play with the serious capacities of 
the stanza where it is necessary — for instance, in the 
death of Haidce , and the adaptation goes, with constant 
improvement, right through the middle stages of descrip- 
tion, half-ironic reasoning, and the like, to the definite 
burlesque The omnipresence — or at least the ever- 
sensible neighbourhood — of this latter mood renders the 
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Byronic bad taste comparatively innocuous , the serious or 
neutral episodes save it from that mere perpetual “ thorn- 
crackling” laugh which is not a whit less tiresome, and dis- 
tinctly more irritating, than the dullest continuity of platitude 
And, guiding and tending and giving piquancy to all, goes 
the saucy metre, with lift of skirt and pirouette and 
curtsey of fantastic rhyme, and quaintly twisted final 
couplet-ends, and becks and wreathed smiles of word ( - 
play — a little bit of the courtesan perhaps in it, a great 
deal of Jhe coquette, but with almost all the qualities of 
an agreeable and accomplished companion for pastime 
No there are plepty of things to be said against Byron 
as a poet, and his fluency and volume have prevented his 
versification from being always impeccable But on the 
whole of that score he has very little to fear on the part 
of it which concerns his serio-comic ottava, nothing 

There is, however, for some of us at least, always the 
feeling that we arc, with Byron, in the outer courts o f 
poetry , there can hardly be any such in regard to the 
two poets to whom we come next Here, as elsewhere, 
the pair differ curiously , and it will be better -in every 
way to work out the differen ces by exami nation -than to 
state them beforeha nd in ostent atious antithesis One of 
the chief points of interest with Shelley arises from the 
fact, attested by the indisputable authority of Peacock, _ 
that his in sensibility to technical music was nearly if not 
quit e as great as Scott’s Now, even those who, following 
the vague popular _ opThion of to-day that Scott is only a 
second-class poet, try to make him out a second - - or thnd- 
cla ss master o f poetical music, will hardly -say-tKat-ol the/ 
author of Adonats and the “ Skylark,” of “ O World 1 O - 
Life i O Time 1 ”~and "T arise fiom dieams of thee,” off 
“To Constantia - Singing ” and “The Invitation” and 
“ The Recollection ” 

That Shelley paid much consciousT" attention to 
prosody I should doubt The almost entire absence of 
any important reference to it m the Defence of Poetr y 1 

1 Such references as those we do find arc quite geneial The most note- 
worthy of them, I think, is this “ Every great poeL must inevitably innovate 
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and in his letters, though not decisive, is strongly against 
his having cumbered himself about these matters , and I 
think that he might have supplied an additional illustra- 
tion of his famous remark about the mutton and the gin- 
shop if the subject had been subjected to his treatment 
As the reader by this time knows, I find nothing in the 
least disconcerting or disappointing in this, still less 
anything surprising It was Shelley’s business not tcy 
talk, or even to think, about making great prosody, but s 
to make it. And he made it Indeed the very short- , 
comings in his practice are interesting in the highest 
degree , for they are quite evidently not attempts at 
something that he could not do, not attempts at something 
that he had not yet quite learnt to do, but either original 
refashionings, or else sheer accidental carelessnesses due 
in some cases to absence of revision, and in some perhaps 
merely to the untoward and troublesome circumstances of 
the publication of his books 

Although, perhaps, The 

"Juvenilia'' 

The nymph Contrast a, with hei treacherous wiles, 

has had too much influence on most people who have 
spoken of Shelley’s “Juvenilia,” it would, no doubt, be 
rather superfluous to spend much time on their prosody 
The most interesting thing — imitative, and awkwardly 
imitative, as it is for the most part^is the remarkable 
song, “ Fierce roars the midnight storm,” in Victor and 
Cazire , which has a conjectured plagiarism from Monk 
Lewis, a certain resemblance to FitzEustacc’s song in 
Marmion, and, as I thmk,_arv almost more certain resem- 
blance, though "fn" another sense, to Thackeray's more and 
less serious “Willow Songs” in the Fit z Boodle Papers 1 
Although this has some of the rather lumbering and 


upon the example of Ins predecessors in the exact structure of his peculiar 
versification ” Most true, and specially well seen of Sht-llty himself Hut 
that he proceeds from it to talk of the “vulgar error” of distinguishing 
between poets and prose writers shows that, at the moment, he was nearer to 
Wordsworth and farther from Apollo than usual 

1 If any one cares to follow this curious matter up he may consult Dr 
Garnett’s original reprint of Victor and Cazire (London, 1898) and the 
“ Oxford ” edition of Thackeraj’s Works , iv 19 sq 
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wallowing trisyllables, imitated from the German, of the 
Lewisian versification, it has echo and quick, not dead, 
quality about it But even here it would have been 
difficult, and with most of the rest it would have been 
impossible, for the most ingenious critic to tell whether, 
prosodically as in other ways, the writer was going to 
become a poet or a poetaster 

With Queen Mab it is not so Here, too, there is 
imitation of the frankest and most undisguised character; 
for Shelley has not only taken the unrhymed ^sbert— 
Pindaric form of Thalaba , but has, with Ihnt curious. 
audacious; — uuhLLmarQU£ J . childlike injjo.cei)£e_ which — dis- 
tinguished him thrbughout, thrown the fiist stanza into 
the ver y monld .of Southey's first Yet he has not kept to 
this lyric form, but has passed frequently into ordinary 
blank verse — not of the pattern that he was soon to reach, 
a little indeterminate, and, where determined, inclining 
towaids the dramatic, but still good If I had had to 
review Queen Mab in 1813 I should have said that it 
contained a good deal of nonsense, some of it mischievous, 
but that the author was pretty certainly a poet , maj 
certainly no small master of prosod y alr eady 

When, years afterwards, he extracted and refashioned 
from this experiment The Demon of the World , Mrs 
Shelley thought that he “ changed somewhat the versifica- 
tion, and made other alterations scarcely to be called 
improvements ” It is not -clear whether “ other ” is 
intended to exclude or include the versification with or 
from those which were not improvements , but if the 
much-tried and ever-faithful Mary meant to include it, I 
am bound to differ with her in part He has certainly 
rather spoilt the first stanza, but he has decidedly improved 
the blank ve rse 

It was natuial that he should do so , for by this time 
(1821) he had long ago attained his own remarkable 
command of that difficult_yfiiycle — a commapd which 
he obtained to some extent from Wordsworth, which] 
Browning endeavoured to imitate in Pauline and even 
later, though die changed it greatly afterwards, but whicli 
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is elsewhere, I think, hardly to bfe'found It is, indeed, 
nearly complete in Alastor, only two years younger than 
Queen Mab itself Its starting-point, as has been said, is 
Wordsworth’s very best brand of the verse, such as that 
of the finest parts of “ Tintern Abbey," to which the 
overture of Alastor_ is actually akin in subject , this 
overture thus making, with the other to Queen Mab and 
its relation' to Thalaba , a curious double instance of the 
way in which the most original of poets may start himself 
with a simply borrowed capital But Shelley soon parts 
company from Wordsworth in spirit, and though he 
retains the suggestion of form, blends rt with other sug- 
gestions of Milton and Shakespeare, and some things not 
in either — a certain breathlejABfiSS (caught and never got 
rid of by Browning) , plenty of trisyllabic feet , very 
few, though some, redundant syllables , 1 * * a love for 
brilliant, opal-like spots of colour, and a predilection 
for very strong full-stop pauses at or near the middle, 
which, if it were not for diversity of spirit, might suggest 
Thomson or even (may the saints absolve me I) Glover 
Here there is no difficulty in agreeing with Mrs Shelley, 
who pronounces the versification “ peculiarly melodious ’’ 

I know few poems more delightful to read scanningly to 
oneself than Alastor 

The command of this admirable vehicle Shelley, as His e-iriy 
has been said, always retained , but he was not contented S t jenstauns 
with it In fact all forms of poetry seem to have come 
naturally to him others, with gieat puce of labour, may 
have attained this freedom, but he was free-born — that is, 
when he was born at all, for it must be admitted that the 
“Juvenilia” are in this respect ante-natal Exactly why 
La on and Cythna or The Revolt of Islatn employed the 
Spenserian it might be impossible to say No two poets j 
have been more akin on larger sides of their nature than 
Spenser and Shelley , and Shelley was to produce later, 
in Adonais, the most magnificent, if not the most exact, 


1 It may be laid down generally that any one who does not recognise the 

danger of very frequent redundance in dramatic blank verse, or of more than 

very sparing redundance in non dramatic, has not got its secret. 
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modern examples of the great metre But I should not 
be surprised if Childe Harold had something to do, if 
only by an accident of time, with the selection , and 
occasionally a not wholly beneficent influence seems to 
be exerted either by it, or by Shelley’s own practice in 
blank verse just noticed He is rather too lavish of the 
strong middle stop, of which, in Spenser, you may turn 
page after page without finding a single example But 
his Alexandrines are much better moulded on than 
Byron's , and for the pure picture effects, which are so 
frequent in this beautiful poem, the stanza, as is well 
known, “hath no fellow” There is, however, a certain 
twist about Shelley’s Spcnserians, of which we may say 
more when we come to Adonais itself 

A prosodic text, for which we have been long waiting, 
nnr ' at last presents itself to us in Prince Athanase 1 Why — 
the question has already been suggested above — do 
English poets seem so shy of terza nvia , or why is it so 
shy of them? To say that Prince AtJianase also is 
beautiful is merely to say that it is Shelley’s, and past 
1815 But its measure has very little to do with 
its beauty one thinks very little about it Indeed, I 
always feel inclined myself, as I generally do with English 
tercets, to read on as if it were a sort of interchained 
couplet verse Whether what Drayton would call " the 
attraction of the Gemcll ” for the English ear works too 
powerfully on this so near neighbour to it, I cannot say 
Sometimes I have also imagined a metaphysical con- 
nection with the double rhyme, which comes naturally 
and inevitably in Italian, and is anything but inevitable, 
if it is not in the least unnatural, in English But 
certainly that powerful and dangerous engine, the pause, 
comes into play here Once more I run my eye down 
page after page of Dante, finding hardly a single strong 
internal stop except at the beginning of a speech 
Shelley has endeavoured to follow this, but in so short 

1 The “Ode to the West Wind” has the peculiarity of l>eing in batches 
— five quatorzmns each divided into four tnplcLs and a couplet, and almost 
invariably run Logclhcr It is really i kind of sonnet-sequence, though the 
triplets, separately iegarded, are in tuza uma 
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a stanza, and with mostly single rhymes, it does not 
quite do This is not a mere fancy, or a mere trumped- 
up thing to suit the immediate purpose The double 
rhyme, like the redundant syllable generally, has a curious 
reflex action It fills, and so seems in a way to retard, 
the intei val between the two lines. But, in filling, it 
Indies that interval, and obliterates the sharpest edges 
of its banks Thus the Dantean tercet is, despite its 
slow motion and not great volume, curiously integral , a 
point which Dante carefully guards and watches by 
avoiding as much as he possibly can the running of one 
tercet into another Now, this point Shelley as constantly 
neglects There are only, I think, four completely isolated 
tercets in Prince Athanase , between forty and fifty actually 
enjamb , and most of the rest are separated only by 
commas In one place a batch of half-a-score stanzas 
runs without any end-stop at all, producing an effect more 
opposite to that of any thirty lines of Dante than might 
have seemed possible in an apparently identical metie 
And m the “West Wind,” out of twenty tercets twelve 
aic in similar case We may take this mattei up yet 
again on The Triumph of Life, and more fully still on 
Canon Dixon’s Mano 1 

Rosalind and Helen gives yet a fresh instance of Rosalind 
Shelley’s propensity and ability to take any metre that steiipyfocto 
suggested itself and make it his own The libertine syllables 
octosyllable, substituted, lengthened, varied into ballad! 
and other stanzas, had already been solidly established as 
a poetic vehicle by Coleridge and Scott and Byron 
Shelley shows himself completely master of it, though 
pei haps he does not show such exqmsiteness in the 
mastery as he was afterwards to do in the purer but still 
free octosyllables of shorter pieces in his very last stage 
It ends with a batch of very beautiful (Tetrasyllables, 

1 I im bound to say that unihymed terza, with frequent but not unifoim 
redundance, such as Longfellow used in his translation of the Comniedia y 
seems to me one of the most abominable measures ever invented And that 
I am none of the decriers of Longfellow any one may see who looks at a 
little volume of Selections from him (Edinburgh, 1906), or mdted at what 
follows on him later in this volume 
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rhymed in a fashion which for once is absolutely irre- 
ducible to any regular order 

Julian and Maddalo , on the other hand, is in con- 
tinuous enjambed heroic couplets j?z;;zzzzz-fashioned, but 
with Shelley’s curious combination of delicacy and 
strength in utterance, instead of Hunt’s rather loose- 
lipped and loose- legged fluency In the two great 

dramas we have naturally, according to their subject and , 
scheme, blank verse largely alternated with lyric, and 
blank verse alone There cannot, I think, be much doubt 
that Shelley’s blank verse was better suited for mixed 
than for pure usagc t The longer speeches of The Cenci 
contain some of the greatest things — perhaps the greatest 
— in the later and more literary English serious drama , 
and their vehicle carries them off nobly But it is less 
well fitted for conversation, and the artificiality which 
mars the whole of that drama is promoted, not hindered, 
by it there 

On the other hand, Prometheus Unbound is as great 
a triumph prosodically as in other ways , perhaps even a 
greater. Ij^is raore flawless in this respect than even 
Adonais, thotfgh its larger bulk and greater variety would 
seem to invite flaws to show themselves The triumph 
arises, not only from the beauty of particular passages, 
but from the intimate union and congruity of the blank 
verse with the lvrics.. themselves The drawback of the 
modern choric drama as a rule is that this unity does not 
exist there is at best an agreeable contrast, at worst a 
positive discord, between dialogue and chorus Hcie such 
a thing as the magnificent opening speech — the central 
passage of which has no superior in a certain land of 
rather flamboyant blanks — passes quite naturally into the 
Earth-voices and the songs of the Oceamdes, and these 
again into the blank verse, and so throughout To go, 
showman-fashion, through Prometheus and exhibit the 
single beauties of passage after passage would take a 
chapter, if not a Book I can only say that in all the 
long procession and pageant of English poetry which it 
has been my good fortune to survey as I have been 
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preparing and writing this History, nothing has ever 
presented itself, and nothing, I think, will present itself, 
in such a combination of pr osodic beau ty an dearie ty as 
this The famous words of Asia 1 on the Spirit voice 
are the only possible descriptor? of the sensations of the 
reader of Prometheus Unboundy.\'fQ^ is worthyTo read it 
This fvaifthe^ heritage of which seven centuries of poetic 
labour and experiment from Godnc to Coleridge had put 
*English poetry in possession , and Sh elley ’s was the golden 
key that threw it open to enjoyment ^ 

The fact is that at this time (1819) Shelley had fully The Masque 
cnteied into his prosodic kingdom Look at The Masque"^ Ana ' lhy ' 
of Anarchy The present writer has not a tear or a puff 
of indignation to waste over “ Peterloo ” — of which he 
happens to know the history pretty intimately, and which, 
though a very much bungled thing, was not a crime at 
all, nor even, had it been better done, a blunder Yet he 
thinks The Masque of Anarchy an admirable piece of 
verse, with one of the powers of the trochee — its capacity 
for expressing retained or reined-in feeling, be it passion, 
or satire, or rage — perfectly mastered, and with the 
occasional iambic alternations capitally managed This 
piece shows partly, and Peter Bell thi Third shows still 
more, that Shelley's sense of humour, though intermittent 
and sometimes warped, was not in the least like Milton’s, I 
a non-existent faculty, but only required heaven-sent 
moments to develop it It is developed prosodically, and 
I can assure any incredulous reader that prosodic humour 
is quite a real thing, though, unfortunately, some would-be 
humorous verse-writers have little or no command of it 
In Peter it is very intermittent, but at the best excellent , 
giving us a fresh illustration of the remarkable powers of 


1 My soul is an enchanted boat 
Which like a sleeping swan doth float ^ 

Upon the silver waves of thy sweet singing , 

And thine doth like an angel sit 
Beside a [the?] helm conducting it. 

Whilst all the winds with melody arc rin gin g 

2 I apologise fur this outbreak, as I did in the case of Spenser , but one 
cannot help these things now and then 
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the quintet, which seems born for the purpose of chaiging 
the ordinary quatrain with a second and special inten- 
tion 1 And there is something of this prosodic humour 
in the heroics of the Epistle to Maria Gisborne — the 
satiric drama to the serious one of Alastor in point of 
verification 

Kubla Khan has often been taken as the test-poem 
to decide whether a man cares for poetry as poetry, 01 
whether he cares for it as expressing some __ c rntim a ’'t, or 
conveying some meaning, which is agreeable or seems 
respectable to him It will serve, certainly , but I am 
not sure that The Witch of Atlas. -is— not a - "better — it 
certainly is a severer — basagasr' Mary Shelley- — for 
reasons perfectly comprehensible, and illustrated by one 
or two touching stories of her later life and conversation 
— objected to it as having “no human interest’’ I 
should have said it had a great deal , at least I believe 
myself to be human, and it has a very intense interest 
for me But that is perhaps beyond our province Its 
prosodic mteiest is very nearly supreme It is to me 
the only example of the . octave fn English serious, or 
mainly serious verse, which is perfectly satisfactory , and 
I am not sure that this is not due to the fact that Shelley 
has, in it, caught from Byron, and “ translated ” with his 
own e thetealismg touch, som e — one can hardly say comic, 
one must certainly not say satiric or burlesque — but 
“ non-tragic ” quality He has made it utterly fanciful — 
a true ” fairy way of writing ” — a rather less holy but 
lighter companion to the Spenserian Like the Prome- 
theus, the Witch is pure prosodic nectar , one must look 
back at least to the close of Comus for anything of their 
land Indeed, much admirable work as we have since 
had — and how admirable it has been the pages that 
follow will, I hope, serve, however inadequately, to tell — I 
do not know that any equally considcuble things have 

1 Like gentle rains, on the dry plains, 

Making that green which late was grey. 

Or like the sudden moon that stains 
Some gloomy chamber’s window-panes 
/ With a broad light like day 
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been added since to this triad of achieved and continuous 
lyrical or quasi-lyrical narrative 1 

But that “ going from strength to-stren gth.” which is J-ppsychidum 
so noteworthy in Shelley's'Tast years, and which makes and Admali 
one lose oneself in wonder as to what he might have 
done, is as noticeable in his meie prosodic aspects as in 
his general poetic quality The enjambed couplets of 
Epipsychidion show an immense advance on Julian and 
Maddalo , entirely avoiding that limpness which, as we 
have seen, is the curse of the species, and attaining a 
rhymed verse-paragraph which, quite unlike Lycidas in 
particulai effect, resembles it in belonging to the general 
class of “ rhymed blank verse ” — rhymed verse that 
acquires the powers of blank, and blank verse that borrows 
the atti action of rhyme 

And then there is Adonais 

Adonais is not faultless (faultlessness, thank Heaven I 
could never be included in the list of Shelley’s faults), 
and some of its shortcomings are not exactly beauty- 
spots. He uses double rhymes, which, though not~un- 
exampled in the great original, are always against the 
metre , and, with his usual lack of cold-blooded revision, 
he has certain touches here and there of duke and cheville 
But in the best of it (which means nearly the whole), 
and exercising his full rights of Spensenan inheritance, 
he has combined the pictorial power of the Faerie Qucuie 
with the mystic ardour oT'Eh C'Pour Hymns , the sweetness 
of part of^Ehe Calendar, the intensity — m sorrow now, not 
in love — of the Epithalannon , adding his own marvellous 

1 For Ihe J'lomttheus and Comus are much more narrative />a? ft? w/nia< r cs, 
as lliL excellent Old French phrase his it, than drama The IVitik herself 
is difficult to sample, she is so perfect , but here is a stanza, hLerall} the fust 
of the first p ige opened 

1 Ins hdy never slept, but lay in trance 
All night within the fountain, as in sleep 
Its emerald crags glowed in her beauty’s glance ; 

Through the green splendour of the water deep 
She saw the constellations reel and dance 
Like fire flies , and withal did ever keep 
The tenor of her contemplations calm, 

With open eyes, closed feet, and folded palm 
The marriage of rhythm and picture here was certainly made in heaven 
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idiosyncrasy of phrase The opening, the great and well- 
known passages from the entry of the Dreams to the 
simile of the ..dome, the towering magnificence of tK eHnal 
apostrophe^ and some of the fragments not incorporated, 
i do not merely exemplify to the full the power of this 
wonderful metre they add to it 

Hellas and the various dramatic fragments require 
little addition to the comments which have already been 
made on Shelley’s blank verse, whether plain or mixed , 
and I do not know that much more is wanted on the 
tercets of that unique torso The Triumph of Life, in 
which it has always appeared to me that we get close to 
the quintessence of Shelieyism on the less sensuous side 
He has, however, not got rid of what seems to me the 
metricidal (or mctroktonic ) overlapping And one curious 
thing has struck me In adopting, at the close of the 
Proem, a quatrain instead of a tercet, he has of course 
authority from Dante But it is exceedingly noteworthy 
— to me at least — that whereas in Dante’s terminal 
quatrains we always feel the last line to be an addition — 
to be, as it were, extra-stanzaic — Shelley’s four lines read 
quite homogeneously and integrally, as if they meant to 
be such 

The paradise of the smaller lyrics cannot be wandered 
through at leisure, as I would so fain wander through it 
But it illustrates almost passim, in the literal sense, that 
omnipotence of metrical adoption and. .adaptation which 
has been noted Even the "Lines” 1 which Mrs Shelley 
put as last dated (November 1 8 i 5) of the " Early Poems " 
are quite obvious Ancient Manner to uched to a_SheIleyan 
issue From the time when the yearly arrangement 
begins we need not mention poems, however poetically 
consummate, which are in metres already noticed or in 

1 The cold cirth slept below, 

Above the cold sky shone, 

And all around 
With a chilling sound, 

From caves of ice and fields of snow, 

The biealh of night like death did flow 
Beneath the sinking moon 
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those which require no special comment But such a 
thing, for instance, as the transformation of the Spcnsenan 
in “ To Constantia Singing ” is of the kind that must be 
noticed. It is a duplicate, in subject and spirit, of the 
song in Prometheus noted above, but entirely different in 
form Of the pure nevena it keeps nothing but the 
number of lines and the final Alexandrine, and these only 
in the first stanzas, the others being eleven-lined, while even 
the interior line-lengths are irregular But the irregularity 
corresponds to the fluctuation of the music and the passion 
alike, and the whole is peifectly symphonic 1 

“ Ozymandias,” good as it is, is chiefly a text for the 
very well-known sermon that Shelley had no particular 
bent twrSFds the sonnet Some people would, I suppose, 
say that he did not like its rest raint , and without definitely 
countering this, I should say that it neither afforded him 
room enough for expatiation, nor was distinctly lyrical 
enough for hrs short flights But the splendid “ Lines 
written among the Euganean Hills,” like the later 
" Invitation ” and “ Ariel to Miranda,” show an absolute 
mastery of the trochaic heptasyllable — sometimes, but 
not often, varied by the full iambic dimeter And the 
“ Stanzas written in Dejection ” follow the “ Constantia ” 
in showing how fond Shelley was of taking the novena 
with Alexandrine ending and fingering the body of it into 
quite new forms with a marvellous result 2 The “West 

1 The great last stanza must be given 

I have no life, Constantia, now, but thee. 

Whilst, like the world surrounding air, Lhy song 
Flows on, and fills all things with melody — 

Now is lhy voice a tempest swift and strong, 

On which, like one in trance upborne, 

Secure o’er rocks and waves I sweep, 

Rejoicing like a c1qiuLo£~uu>hh 

Now ’lis the breath of summer night, 

Which, when the starry waters sleep. 

Round western isles, with incense blossoms bright,. 

Lingering, suspends my soul in itS'VoIupLuous flight 

2 I may take as example a stanza in which all editions known to me keep 
what I feel quite sure is a wrong punctuation 

I see the Deep’s untrampled floor 

With green and purple seaweeds strown, 

I see the waves upon the shore 

Like light dissolved in star-s howers t thrown , 


VOL. Ill 


I 



114 


THE ROMANTIC REVIVAL 


BOOK IX 


Wind ,’' 1 with its already noted structure of a sonnet- 
sequence spaced out into tercets and couplets, contrasts 
curiously with the still more famous " Serenade,” where 
the prosody is more musical than strictly prosodic, and 
is thus almost inextricable from the air when one has 
once heard it In the “ Sensitive Plant,” on the other 
hand, the music is purely prosodic, and it gives us one of 
the most remaikablc examples of the power of the con- 
tinuous anapmst, not merely in songs — as Scott and 
Byron and Moore had shown it, as indeed it had been 
shown since Dryden, if not earlier, — not merely in light 
pieces as Prior and the eighteenth century had shown it, 
but in serious and even passionate poetry, and at no 
inconsiderable length And there ought to be taken with 
this the less popular but extraordinarily powerful ‘‘Vision 
of the Sea," where the same metre is actually used for 
narrative purposes, and used as successfully as the almost 
inevitably impersonal or «;»pcrsonal character of Shelley's 
narrative admits 

Of ‘ The Cloud " 2 and “The Skylark " 3 who shall speak? 


I sit upon the sands alone, 

The lightning of the noontide ocean 
Is flashing round me, and i Lone 
Arises from its measured motion — 

How sweet ’ did any heirt now sbarL in my emotion J 
The comma should surely be at “dissolved,” not “showers ” 

1 Vide sup p io6 note 

1 “ t xpemnental ” prosody is in vogue just now I can give the reader 
an example of it which he may not dislike The first proof of this passage 
was before me when M Verner’s remarkable book (v inf last chapter on 
“ Prosodists ’) came into my hands M Verrier says that “la melrique 
traditionnelle ltnonce h. diviser les pieds ” in “The Cloud” and Chustabel 
With the latter {v sup ) I had dealt already But it so happened that I had 
never deliberately scanned “The Cloud” I opened it, read it, without a 
momcnL’s preparation, straight through , and I give my honour as a gentleman 
tln.1 every line, every woid, every syllable fell into its foot place as if I had 
had a marked copy before me 

d The " Skylark ” is perhaps one of those interesting prosodic cruees which 
may be uncrossed in more ways than one It may seem to be an instance of 
the common, and delightful, chass<? crcisd from iamb to trochee, and vue 
versa, the quatrain of short lines being trochaic, and the Alexandrine iambic 
But I am not sure that the real cadence of the whole is not iambic, with 
TCephalous or monosyllabic beginning in most of the “shorts” A few of 
these (“The pale | pur|ple even,” “What objects are | the fountain,” etc) 
supply a curious key, or tuning folk, by gi\ ing the full first foot 



CHAP III 


THE SECOND ROMANTIC GROUP 


”5 


The one is of the capital examples of triple, the other of 
the capital examples of common time in our prosody 
The rush, almost the “ rollick,” of the first, the steady 
soar of the second, nearly exhaust the modes, in these 
special directions, of metrical motion, by means of 
articulate language, with an inarticulate aura of music 
surrounding And “ Arethusa,” and the “ Hymn of Pan,” 
and the “World’s Wanderer,” and the “Fugitives,” and 
“ Remembrance,” and almost dozens more of the shorter 
later poems ? But there is one with which we must 
finish It is perhaps impossible to find a better example" 1 ! 
in little, of the way in which prosody <^n give poetry its l 
own music — can clothe, thought*, uot mer ely with a sen- j 
sible body of words, but with an equally sensible vesture j 
of sound, — than the immortal “Lament” (“ O World 1 ' 
O Life' O Time'”) The arrangement of the line-,} 
lengths, the selection of the vowel-values, the rise and fall , 
of the whole stanza-construction, provide in prosody the 
“ inevitableness ” so often desiderated, so lightly talked of 
by the inventor of the phrase “ Sensibility to harmony of 
numbers and the power outproducing it are invariably 
companions ” of the otnPr poetic faculties Are they ? 
Perhaps, if all poets were Shelleys But, unfortunately, 
they are not 1 

I anticipate, of course, the demurrer “ Oh, yes ' these 
are beautiful poems, and the beauty of the poetry makes 
you see beautiful prosody in it” But I think I may 
fairly appeal to the whole of this book to rebut this 
Tfmbest poetry yp|,l, nfa^airae.-best get off and be set off 
by the best prosody But poetry is not “ the pernicious 
and indubitate beggar Zenclophon ” She will not look 

1 Sometimes one wonders whether, after Shelley, any other poets are 
wanted But this is, of course, idle, the passion for poetry being, of all 
others, the most insatiable and he would himself say, like Beatrice., I olyiti 
ed astolfa , C/n' non pur net miei otthi 2 Pareuhso But the curious thing is that 
this poetry — this passionate interpretation of life, in beautiful language, set to 
harmonious measure — should have been pronounced, by one who in his day 
was a great cnUc, and not a small poet, “ ineffectual ” 1 If I am not mistaken, 
theie aie some chcmicTl substances which it is almost impossible to isolate 
in their purity Shelley effected the isolation of poetry, and (thank Heaven ’ 
not with all of us} he has paid the penalty of attempting, even with success, 
the apparently impossible 
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so well in rags, and she will not transform them_jf she 
wears thCTn"' she will at most excuse and divert attentior 
from them And though beautiful singing robes wilj 
not dignify a poor song, they will still be beautiful. 

Still, I must have quite failed to attain my own 
object in this rather elaborate survey of Shelley’s prosody 
if I have not suggested to the reader that there is some- 
thing peculiar about it — that he is in a way the exception 
which rz'rj-proyes Wordsworth’s rule With him suscepti- 
bility to almost any harmony of numbers, and the power 
of producing it, do follow or accompany the possession 
of other poetic gifts And this crowning gift seems to 
have been bestowed upon him suddenly — as by his own 
Witch ofLAtlas Without apparent study or prepara- 
tion he passes from the most ordinary, or nearly the 
most oidinary, verse-making to the extraordinary .blank, 
verse of Alastor and thenceforward anything that he 
chooses- to'^rite — tercet and quatrain, octave an^ 
Spenserian, mixed lyric metres on the great and smart!"" 
scale, couplets, octosyllables — is all the same to him 
The various feet come to him like the beasts to-aome 
mighty magician — iamb and trochee, anapeest and tribrach, 
show off their most cunning paces He probably still 
takes half-unconscious suggestion from others , but he 
makes no “ study ” of them, and whatever he takes he 
transforms If there is a slip anywhere, it is obviously 
nothing but oversight— it can hardly be^^alled “care- 
lessness,” for Shelley was too much in a state ofjnuld 
energumenism tp be carclesy-T-but “ inability to atte n d, to -/ - 
trifles ” He is one of the very greatest of all gractica|[ 
prosodists — and one of the least deliberate • 

With Keats, on the other hand, the process o f deliber-. . 
ate pupilage, working itself out to mastery, is~ tr aceable 
all tKfoiipi "He gives expression to the revolt which 
accompanies his discipleship, with a definite precept- 
protest, in the well-known “ Sleep and Poetry ” quite 
early That discipleship itself— to Leigh-Hunt_ r .la..Leigh 
Hunt’s masters, the Jacobean and Caiohne “ enjambers ’’ , 
to Spenser, to Chapman — is placarded all over the 
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“Juvenilia ”^apd Endymton The way in which, finding his 
education — his prosodic education — imperfect, he turns 
to Milton and. Dryden for al teratives , as trin g ents, tonics, 
is equally well known , as are the magnificent results 
when he has made the whole teaching his, and has 
emerged from school (alas 1 nojt,. for long) in such things 
as the Eves, La Belle Dame sans Merct , the great odes, 

•and the last sonnets But we must ourselves go through 
this process a little more in detail 

The earliest poems, regarded in this way, have, even The early 
of themselves, a different interest from that possessed by Poems 
Shelley’s The prosodic initiation is more definite, more 
scholastic, and, as the case may be, either happier or not 
so happy. The Spenserians 1 which Armitage Brown 
told Lord Houghton were Keats’s earliest preserved work 
and were written in his seventeenth year, are no great 
things, but they are, with whatever inequalities and 
infelicities of phrase, much nearer to S -Penser’s rh ythm 
Jhan even Shelley’s finest, and no bad first draft for the 
fjtflgnificence of the Eve of St A mes later. On the other 
hand, the “ Moorish ” or Lewisian anapaests 2 of “ To some 
Ladies ” and its sequel are quite ludicrously bad Keats 
was never good at fast metres, and he wisely gave them 
up. But the Miltonic “Ode to Apollo” sees him at 
home again It is only lisped Miltonese, of course , but 
it is Miltonese , while the companion “ Hymn ” — a strange 
medley of unharmonised alternation like some of Words- 

1 Now Morning from her orient chamber came 
And her first footsteps touch’d a verdant hill , 

Crowning its tawny crest with amber flame. 

Silvering the untainted gushes of its nil , 

Which pure from mossy beds did down distil. 

And after parting beds of simple flowers. 

By many streams a little lake did fill, 

Which round its marge reflected woven bowers 
And in its middle space a sky that never lowers 

2 What though, while the wonders of nature exploring, 

I cannot your light mazy footsteps attend , 

Nor listen to accents that almost adoring 

i Bless Cynthia’s face, the enthusiast’s friend 

it is almost a shame to quote these incunabula , and I only do it because 
they are such valuable signs and tokens 
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worth’s worst things — is a complete failure But he had 
already got the secret of the seven — not even the hideous 
jar 1 of "higher” and "Thalia” can prevent us from 
perceiving that in “ Had’st thou lived in days of old ” 
And then there is the most interesting of all the attempts 
In Cahdore and its induction, in “I stood tiptoe” and 
“ Sleep and Poetry " and others, we come to the most 
famous and important of his followings, the experiments, 
in the enjambed decasyllabic couplet That he took this 
directly from Leigh Hunt is always said, and is probably 
in great part true The motto of 11 I stood,” fully 
attributed to the Story of Rimini , might suffice for those 
who cannot discern, or who distrust, internal evidence 
At the same time, the more I read the Jacobean and 
Caroline originals, the more convinced do 1 feel that 
Browne, Marmion, and probably Chambcrlayne himself, 
had — whether at first or only later, but certainly before 
Endynnon was finished — a great dnect influence on Keats 
Recurrence to this metre was promised in dealing with 
Leigh Hunt, but it may perhaps be best still postponed, 
though only for a very brief space, till we come to 
Etidymion itself Meanwhile something should be said 
of the early sonnets Without allowing oneself to be too 
much biassed by 

Much have I travelled in the realms of gold, 
by 

The poetry of earth is never dead, 

or by 

Gloiy and loveliness have passed away, 

it may, I think, be allowed that Keats showed moie than 
usual aptitude for the form At first sight it might seem 
hardly likely to suit his bent towards, fluency ,^ bujt^on the 
other hand, its qualities were exactly what were wanted 
to curb that fluency, and the intense vi vidness ~ wTfh 
which he could conceive and visualise incidents ancL 

1 It lb unfortunate that some phoneticians have tahen the pxrt of this 
abomination It may be laid down with confidence that though it is not 
desirable to say Thali^,” and still less to say “high urrr," every English 
man who speaks correctly givts the “<?r” a different sound from the li a '\ — 
so that the rhyme is not even right as assonance 



CHAP III 


THE SECOND ROMANTIC GROUP 


119 


phenomen a found ample opportu nity in it The sonnet 
of thought was not for K eats the sop.net .of .feelings or -of 
imagination m the Addisonian sense— .that is to say, 

“ ima ging. ” — w as his in a very: high, .degree. Even in 
the “ Chapman ” sonnet it is noticeable how the image 
of t he “traveller” dominates it fl' 't hgftQXnfiS. an actual 
picture of Qortcs and_Jii_s bandj against, the_slcy_and gazing 
o n the sea And so it is later whether “ English ” or 
“ Italian ” in form, they are all pi cture - and figure-sonnets, 
till the very last mirrors star and sea and snow and the 
breast of the beloved, the verse moving as softly as the' 
v swell and shimmer of the subjects 

But we must now come to Endymion , and the enjambed Endymion 
couplet in it and in its forerunners I need not re- ^ 
capitulate at any length what has been said on this sub- 
ject in the second volume , 1 but I may fairly remind the 
reader — “for his ease,” as they used to say, and for my 
own — that the two great dangers of it, as practised in the 
first half of the seventeenth century, were flaccidity and 
prolixity of verse, and — as apparently an almost necessary 
consequence— loss of strictness and clearly marked sequence 
in nariative and in composition generally A tangle of 
verse was accompanied, but hardly punctuated or divided, 
by the lhymes and a tangle of story, description, argu- 
ment, or what not, was hardly kept within any bounds 
of verse-sentence or even paragraph 

To these Leigh Hunt had added a third perilous 
quality, which, though it is near akin to those just 
described, is not, I think, a necessary result of them I 
do not refer to the so-called “ vnlnppinnsnegs ” of Rimtm ' 
and Endymion — though this certainly is a feature of 
seventeenth-century poetry of the type, and has easy 
prosodic and metaphysical connections — but to a curious 
mawkish sentimentality of phrase which is by no means 
of the seventeenth century, but is a rather uncomely 
bastard between French eighteenth -century sensiblene 
and the “ simple ” language of Wordsworth, and even of 
Coleridge in the “Young Ass” Hunt altered Rimini in 
1 Especially in the chapter on “ The Battle of the Couplets,” pp 273-302 




120 


THE ROMANTIC REVIVAL 


BOOK IX 


The prosodic 
criticism in the 
Quarterly 


later editions considerably, but even after the alterations 
a good deal of this stuff remains — familiar contractions 
of “ I’ve ” and “I’ll,” conversational modern bathos like 
“ May I come in,” etc 1 

Keats exaggerated this tendency for a time, and, till 
he abandoned the manner almost or altogether, was 
a much greater sinner than Hunt himself in intricate 
prolixity of verse and meaning He had from the first 
an unfortunate fancy for the word “very,” which must 
have irritated men like Lockhart extremely 

He will speak 

And tell tljee that my prayer is very meek 
Even in the beautiful “ I stood,” the second line — 

The air was cooling, and so very still 

has a missishness about it that is rather maddening 

Again, he is dangerously addicted to double rhymes, 
the peril whereof has been often pointed out in these 
pages, and his verse -sentences threaten almost the 
involution of Pharonmda, as where, in Calidorc , fourteen 
lines tell us, without a full stop, how the hero finished 
embracing the ladies as he helped them to dismount, and 
how the chatelain greeted him, and several other things 
Nevertheless all this early couplet is poetry and its 
prosodic character, when you compare it with that of 
Rimini, is as a winged angel to a tolerably nimble and 
graceful pedestrian And though the faults aie not gone 
when we come to Endymion— though they may seem to be 
even aggiavatcd by the impediments which they give to 
the evolution of what should be a connected, and is a 
long-drawn-out story — the prosodic aid to the poetry is 
still more strongly present 

It is, or ought to be, well known that the chief quarrel 
of the Quarterly Reviewer with Keats was directed, first 
to his diction and secondly to his versification This 
critic, who has been too often mixed up in the general 

1 It is only fair to Hunt and Keats to remind the reader that this over 
revolL against poetic diction was seldom more perilously exhibited than in 
the “I'm better mow ’’ of Chnstabd itself 
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mind with the author, whoever he was, of the much more 
discreditable attack in Blackwood, , actually acknowledged 
“ powers of language, traits of fancy, and gleams of 
genius” But he could not stomach the diction his 
objections to it being partly well-founded, but much more 
largely based on ignorance of the real history and 
principles of English And it is evident that the versifi- 
cation was simply anathema to him. Unluckily he lets 
us understand why, in repeated self-confessions which 
may be worth quoting together 

“ At first it appeared to us that Mr Keats had been 
amusing himself, and wearying his; readers, with an 
immeasurable game at bouts runts . He seems to us 
to write a line at random, and then he follows, not the 
thought excited by this line, but that suggested by the 
rhyme with which it concludes There is hardly a 
complete couplet enclosing a complete idea throughout the 
book He wanders from one subject to another, from the 
association not of ideas but of sounds , and the work is 
composed of hemistichs which, it is quite evident, have 
forced themselves on the author by the mere force of the 
catchwords on which they turn ” 

Later the critic comes even closei to pure prosody, 
dropping the test of meaning “ He cannot indeed write a 
sentence, but perhaps he may be able to scan a line Let 
us see The following are specimens of his prosodial 
notions of our English heroic metre” Of “ the following” 
we may select two or three, though all have lessons — 

So plenteously all weed-hidden roots 
Ol some strange history, potent to send 
Before the deep intoxication 
The stubborn canvas for my voyage prepared 

Now it will be perfectly evident to any one who has 
followed this low history of the Holy Grail of piosody — 
which, wherever it comes, feeds all lovers of English verse 
with the meats they love best — that the critic, whoever 
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he was, either knew nothing or recked nothing of “ our 
heroic metre ” or of English verse generally, except as 
developed on the breviary of Bysshe by the practice of 
Pope And it may be just pointed out in passing that 
one culprit indicated as possible by Byron's combination 1 
of flippantly personal dislike and literary ignorance — 
Southey — could not possibly have written it , for Southey 
knew the ever-flowing verse of Browne and the rest as 
well as he knew Milton or Pope himself, and was 
fully aware that “ -ion,” until quite recently, was two 
syllables at the pleasure, and generally by the preference, 
of the poet “ Thej-c is hardly a complete couplet enclos- 
ing a complete idea in the whole book ” Why should 
there be ? What is the matter with 

So plenleously all weed-hidden roots ? 

Nothing except that Mr Bysshe had said “‘Beauteous’ 
is two syllables”, and so, of course, is “ plenteous ” 
“Potent” in its position can cover itself with the wings 
not merely ot Milton but of Cowley, two contemporaries 
not very commonly found agreeing together , but it would 
have been execrated by Johnson An “accent” on a 
monosyllabic preposition like “for” is not to be cnduied 
Elsewhere, in the examples originally given, but not 
reprinted here, there are trisyllabic feet, “ wrenched ” 
accents, enjambment, and all sorts of horrors 

It is not, I hope, a vain boast to say that this History 
has shown them all, without exception, to be no horrors 
at all — to be not even imperfectly natuialised aliens, but 
free-born and true-born English folk, some of whom, like 

Ciocker, Cruwys, and Coplestone, 

When the Conqueioi came, were all aL home, 

while the rest of them were not long behind him That 
Keats's regimenting and drilling of his recruits was always 

1 Who killed John kcats 

The poet prnst M ilnian, 

So ready to Kill man, 

Oi Southty , or Birrow 

But ll seems Lo'have been Ciohei, as later in the Tennyson case 
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thoroughly judicious need not be contended In the 
auxiliary division of diction, though the Quarterly man is 
more often wrong than right in his special censures, there 
is no doubt that the poet is sometimes peccant It may 
be wrong, but I wish the trees had not “sprouted a shady 
boon,” which appears to me rather a vile phrase, and too 
much in the “most beautified” line I do not think — I know 
,1 shall excite the immeasurable contempt of some of the 
younger sort — but I do not think that “ dancing ” rhymes 
vciy nicely to “stung,” and when “very very deadhness 
did nip The motherly cheeks of Niobe,” I wish it had not, 
for more reasons than one When I jead about the 
Swart planet in the universe of deeds, 

I bethink me of Ancient Pistol — not as I would And 
the opening of the Third Book, for twenty lines at least, 
resembles nothing so much as a result of the combination 
of some wooden spoon among the University Wits of the 
late sixteenth century with the most spasmodic of Spas- 
modics in the mid-nineteenth 

All this is true , and no one except an uncritical 
pei son will be afraid to say it But what does it matter? 
It is the sin— a very small and disproportionate sin, 
scarcely affecting a few score out of more than four 
thousand lines — of a solace which will never cease for all 
true lovers of English poetry The faults are merely the 
less clean foam, the muddier-coloured eddies, of the torient 
of fresh poetic language that was scouring the diy 
channels of neo-classic poetry And though the cntic 
has, apparently in half or whole ignorance, hit on some of 
the dangers of enjambed verse, its benefits more than 
compensate for them 

In pure versifying, indeed, there is hardly need to admit 
any fault but exuberance and want of castigation The 
poet is perhaps still rather too fond of double rhymes , 
but the opening couplet, especially when its history is 
known, 1 is such a capital example of them at their best 

1 It is just possible IhaL some may not know what is said on fair authority, 
that Keats first wrote 


A thing of beauty is a constant joy 
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that it gives passports to the others, which are rarely as 
unhappy as some in the early poems Otherwise, and 
reserving some slight question as to the extreme length of 
the verse-sentences, it is difficult to allow too much beauty 
to the verse, or too much appropriateness to its employ- 
ment The poet has mastered (though he might perhaps 
have employed it more frequently) the secret of now and 
then arresting the-iowent-of - htS“rRyrtrm-by -staking single, 
lines like 

How tiptoe Night holds back her dark giey hood 

and 

Into th£ starry hollows of the world, 


or by phrases of similar character, bridging the rhyme, 
but pausing the verse, as in 


or 


Faint-snnhng like a star 
Through autumn nnsts, 

On light tiptoe divine 

A quivered Dian, 


where something that Tennyson learnt will be seen In 
fact Keats has more than glimpsed the great secret that, 
to write this kind of verse perfectly, you must make it 
blank verse rhymed, and must neutralise the looseness of 
rhyme itself with a due astringency of strong pause or 
weighty word And thus he has made it, at its best, 
a marvellous medium Such passages as that in the 
subterranean wanderings which is crowned by the apparition 
of Cybele, and the paragraph in the speech of Glaucus 
which begins “ I touched no lute," yield to few things in 
English for prosodic adequacy — nay, supremacy And 
where were the eyes of the Quarterly man when, in a place 
at which even the indolentest of reviewers generally 
glances — the end of a Book — he missed one of the neatest 
and completest thoughts expounded in a neat and com- 
plete couplet 

The visions of the earth were gone and fled — 

He saw the giant sea above his head ? 

I do not think Dryden, who did not hate youth, would 
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have failed in recognition of this, or would have disdained 
to write it 

That Keats — curiously free as he was from vanity — 
was unconscious of the merits of his metre is unthinkable , 
that he knew its defects is certain Yet these were so 
much the defects of his own qualities that he could not 
at once get rid of them, and that they show themselves 
almost equally in the octave of Isabella This was prob- 
*ably a bad choice for him , its rather negative character 
in English as a serious metre has been more than once 
dwelt on , while, though he did not employ it for the 
burlesque Cap and Bells , his command of comedy was 
much too uncertain to have made a great thing of it there 
On the whole, it is the diction of Isabella rather than the 
actual metre that is to blame The former is too often 
deplorable — the mavvkishness which he so well knew to 
be his besetting sin nowhere appears worse than in the 
two opening lines , 1 and it recurs too often On the other 
hand, though there never appears that evident and pre- 
determined mating between metre and substance which 
we find in the Witch of Atlas , the famous, and justly 
famous, purple patches, such as the second and third 
stanzas and the magnificent fifty-third — 

And she forgot the stars, the moon, the sun, 

find no ill vehicle allotted to them Yet I have always 
been sorry, since I began to understand the nature of 
rhythms a little, that Keats did not try rhyme-royal here , 
for the two effects which he wanted, the pictorial and the 
plangent, can be got out of it, in combination, as out of 
hardly any other metre It would, however, with its 
concluding couplet, hardly have supplied the tonics, the 
styptics — almost the “ cor[ro]sives ” as they used to say 
— that were required to correct his tendency to a fluent 
effeminacy He sought the right physicians when he 
turned to profit by the solemn grandeur of Milton’s blank 
verse, the varied vigour of Dryden’s couplet, and the less 


Isabella and 
his octave 


1 I 1 air Isabel, poor simple Isabel 1 

Lorenzo, a young palmer in Love's eye 



126 


THE ROMANTIC REVIVAL 


BOOK IX 


Lamia and 

improved 

couplet 


tightly girt, but not in the least loose or slipshod, grace of 
the Spenserian 

the Leigh Hunt, with the catholicity which was his saving 
virtue, had appreciated Dryden , and had actually used the 
triplet and the Alexandrine in Rimini But his apprecia- 
tion, or at least his imitation, had stopped at variety, 
without attaining to the additional effects of majesty and 
grace — of variation in the music of vowel and word, as well, 
as in the mere versification — which these offer, Keats, in 
Lamia, showed himself very well aware of these possibilities, 
while at the same time he obtained from Dryden a “ stalk 
of caile hemp ” — an aqua vitae of eneigetic phrase — which 
at once girded and stiffened the somewhat flaccid figure 
of his earlier couplet, and gave body and “ race ” to its 
rather excessive sweetness We know, as an actual fact, 
that he wrote Lamia after much study of Dryden, we 
could have known it without any external evidence at all 
There are few happier results of such study, and I own 
that sometimes I like Lamia best of all its author’s longer 
poems, though no doubt it falls below the Eves, and La 
Belle Dame sans Merci, and the best of the Odes It is 
of course a blend, and there are some people who do not 
like blends , but it is a blend of extraordinary attractive- 
ness , and, for my own part, if poets are allowed to 
continue their work in the other world — a permission 
which would have to be granted on rigid conditions and 
principles of selection — the work of Keats which I should 
like to see best would be that in which he has even more 
thoroughly digested, and made his own, the metie of 
Lamia The combination of the general enjambed system, 
which Dryden had discarded, with the devices which he 
introduced to chequer and enliven the stopped form, 
justifies itself most amply The Alexandrines are splendid 
• — not merely the univei sally known last , 1 but such earlier 
ones as 

While, like held breath, the stars drew in their panting fires 
And it is astonishing how the never-ending flow of 

1 'And in us marriage robe the heavy body wound 
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Marrrnon or Chamberlayne is improved by such a little 
plunge and arrest as the triplet — 

What taste of purer air hast thou to soothe 

My essence ? What serener palaces 

Where I may all niy many senses please 

And by mysterious sleights a hundred thirsts appease ? 

Even in the mere single line he has got the real Drydeman 

vigour, as in 

* 

To dull the nice remembrance ot my home, 
while such a couplet-paragraph as that beginning 
As men talk in a dieam 

l 

I hardly know where else to find 

But there was another agent, also set at work by 
study, in the strengthening of the prosodic quality of 
Lamia, in addition to Drydeman rhythm and lme-scheme 
This agent was Miltonic phrase, not seldom ai ranging 
itself into Miltonic rather than Drydeman measure, as in 
“Suiely high inspired,” “the brilliance feminine,” and 
even 

Whereat the star of Lethe not delayed 
His rosy eloquence 

It was not, however, in Lamia that Keats displayed Hyperion and 
to the full this other influence, but in Hyperion The lls bla " 1 ' 

vtrse 

m teres ting minor question of the order and relations of 
the two versions of that poem concerns this part of the 
matter, but not in a vciy important degree It is not 
surpnsing that Lord Houghton, aftci hesitating whethei 
The Fall of Hyperion a Dream was revisal or draft, 
should have inclined to the lattei supposition , for the 
prosody of the Dream 1 is much nearer to that of Endyvnon 
than the prosody of the “ epic fragment,” as they call it 
It is evident, however, even without the external evidence 
that has been produced, 2 and without seeing in it any 

' 1 Influence of Dante has been suggested in jt , and if Keats was suffi 

ciently exposed thereto, he would pretty certainly have caught something 
from it 

2 For the whole question the places of study are, of course, Professor de 
Sehncourt’s editions of Keats generally, and of the recovered MS of the 
Dream in particular 
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The Fve of 
St Agnes anil 
the Spenserian 


decline of power, that Keats might very well have per- 
ceived that his magnificent pastiche is, after all, a pashche 
Those who, like Mr Sidney Colvin, call this "hardly 
Miltonic ” in any stricter sense than that part of it is 
modelled on the debate of the Fallen Angels seem to 
exhibit something of the common inability (which, how- 
ever, is strange in Mr Colvin) to separate matter and 
form Whether the matter be Miltonic or not is a 
question with which I have nothing to do , but the form 
of Hyperion is almost alway s calqut upon Milton, and 
occasionally, though not always) produces - a copy as 
magnificent as a copy can be The first Three lines 
Milton might have written , then the tracer’s hand slips 
a little , and the sequence of hit-or-miss continues through- 
out It might be contended that this blending of styles 
is itself of the highest interest , and certainly if, as Mr 
Arnold was pleased to say, it is “ not a success,” one 
might be very fairly content with a Corpus Poeticum full 
of such non-successes But both forms are rather too 
full of that “ student ” character which we are mainly 
developing in Keats 

The natural man, however, very excusably shares that 
preference of achievement over tentative, which the 
maxim rather invidiously limits to an inchoate stage and 
a special development of humanity And what we have 
left to mention of Keats’s piosodic work is all achieve- 
ment, and achievement right marvellous The Eve of 
St Agnes is almost faultless both in diction and m etre 
It is closer to the actual Spenserian norm — of which, 
with Adonais and the induction to the Lotos-Eaters, it 
makes the First Three followings — than Shelley’s great 
poem, and yet it has almost as much idiosyncrasy as the 
Spenserian will brook If any one will give himself the 
delight of reading again that great picture-stanza 1 — where 

1 Pull on this casement shone the wintry moon, 

And threw warm gules on Madeline’s fair breast, 

As down she knelt for heaven’s grace and boon , 

Rose -bloom fell on her hands together prest, 

And on her silver cross soft amethyst, 

And on her hair a glory like a saint 
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the late Professor Bain thought there was “ little attempt 
at giving a picture,” and on which some of the ineffables 
have debated whether moonlight can carry colour, — he 
will see how perfectly Keats has got the motion of the 
novena-pause — given, withheld, varied, so as to score the 
symphony And he may compare it, if he likes, with 
stanza xxxn , where a more cumulative effect is aimed at 
and achieved by fiequent end-stops There is never a 
stanza, and haidly a line, wrong or insignificant in move- 
ment throughout the whole piece 

This at last complete mastery of stanza shows itself the various 
no less in the famous "Odes,” 1 especially in the consum- odc stal,<js 
mate “ Nightingale ” and " Grecian Urn” Beautiful things 
though there be in "Psyche,” 1 cannot think it successful 
metrically, the author having allowed himself to be 
tempted to his besetting sin of prolixity by a very loose 
and wandering arrangement of stanza But “ Autumn " 
iccovers the elect grace of the two opening pieces, and 
Keats’s “ sevens," always good, are better than ever in 
“ Fancy ” and its fellows 

Still, the quintessen ce of pure prosody in Keats is /a HM Dame 
perhaps to be fountUm La 'Bdle Dame ±aus.$IiXih which 
the late Mr Palgrave thought “ an imitative ballad,” 2 of St Mark ’ 
whcie the poet was “not quite hjmsclf/' and m that “ Eve 
of St Mark,” which for some incomprehensible reason he 
did not give in his “Golden Tieasury” edition at all 
The marvellous composition, which has such interesting 
variants, and respecting which Keats wrote with such a 


She seemed a splendid angel, newly drest, 

Save wings, for heaven — Porphyro grew faint — 

She knelt, so puie a thing, so frte from mortal taint 

To slop the bark of Momus Cerberus with appropuate earth, it may be 
observed that 14 imethyst ” takes the rhyme benefit of “ever” and “river,” 
“given” and “heaven,” etc, these e and i sounds approaching close 
enough to be interchanged 

1 It should hardly be necessary to dwell on the position of these m the 
long sequence of elaborate stanza creitions which begins with Spenser’s 
Pfothalamion and Rpithalaimon 

2 I do wish he had been good enough lo tell us what Keats imitated here 
I thought 1 knew something of English poetry, and not i little of hnglish 
ballad and romance, but where the origin il of La Belle Datnt sans Alert i is, 
except in heaven, I do not know 

VOL III 
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delightful absence of posing and posturing, might serve, 
like one or two other things cited previously m this 
history, as a special and for the time exclusively sufficient 
text of a sermon on whaT prosody can' do '“To say that 
it is all prosody .would, of course, be the idles t of pro- 
fessional vanities But the loss in poeti c-effect whic h 
would be effected by e xtension of the fourth line from 
two feet to the usual three wo uld-be -too horrible to think 
of, if it were not for the compensatpig joy of knowing 
that it has not been experienced , and the perfection ftf 
this miraculous manometer would be less if the trisyllabic 
variations 

■ ’ And her eyes | were wild 

/ 

; "krtd the twice-repeated 

On the cold ^ hillside 

were regularised There is much else for prosody in it — 
the slow d ream-motion of the whole, for instance — but it 
is perhaps better to dwell, in such a crucial instance, on 
clear and indisputable certainties La Belle Dame sans, 
Mtrci is one of the great poems of the world it would 
not be one of them if the cleverest poem-mender in that 
world put an additional foot, however exquisitely selected, 
in its fourth lines Try, and see 

In a certain sense, however, though in a certain sense 
only, “ The Eve of St Mark ” is of evqi more prosodic 
importance than La Belle Damt sans Mcrci The magic 
of this latter is, to a great extent, actually due to the use 
of a certain prosodic tfevipe But it is not exactly every 
poet who could produce the effect by the application of 
the means — there is no general secret-taught,. In “ The 
Eve of St Mark," on the other hand, Keats has achieved, 
and has left for others to use — in one instance already 
with wonderful success — what is practically a new variety 
of almost the oldest and one of the most~~currrmonly 
practised of English metres, the regular octosyllabic couplet, 
only sometimes cut down to sevens, not (oT'very seldom) 
equivalenced tnsyllabically, and daring, but conquering, 
the old danger of mellifluous monotony. This is not the 
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octosyllable of Wither, or of Milton, of of Dyer , it is, of 
course, not the octosyllable of Butler, or of Prior, or of 
Swift It is still less that of Coleridge and Scott and 
Byron It is most like the early seve nteenth -century 
examples, but is cro ssed , t o a wonderful ef fect of excellence, 
with something that co mes from the fourteenth — from the 
few very best examples of Gower and the rather more 
numerous, but not quite similarly applied, examples of 
Chaucer_ It r would Ge extremely interesting to know 
whether Keats had read that great Medea passage 1 which 
shoots so far above the insignificant amenity of the 
average Confessio prosody Any onq who looks at the 
lines quoted below 2 will see at once how not merely the 
simple but very powerful device of stopping the couplet 
heavily in the middle or at the end of its first line, but 
the much more cunning one of weighting the worB-*fdues 
variously, is employed The octosyllable is so short that 
you cannot do much with actual pause , in fact it is much 
better neglected But you can do a very great deal by 
fingering the middles, and overlapping as well as shaiply 
stopping the ends All this Keats showed in miniature 
by these few lines, and half a century later his indication 

1 V SUp 1 141 

2 Upon a S ibbath day it fell ; 

Twice holy was the Sibbath bv_ll, 

That called the folk to Lvcning-priy lt , 

The city streets were clem and fair 
From wholesome drench of Apnl runs , 

And on the western window panes 
The chilly sunset faintly told 
Of unmatured green valleys cold, 

Of the green thorny bloomless hedge, 

Of ru ers new with spring-tide sedge, 

Of piim roses by shelteied nils, 

Anil daisies on the aguish hills 
Twice holy was the Sabbath bell 
The silent streets were crowded well 
With staid and pious companies, 

Warm from their fire side ora dries. 

And moving, with demurest air, 

To even-song and vesper prayer 
Each arched porch, and entry low, 

Was filled with patient folk and slow, 
m With whispers hush, and shuffling feet, 

Whde played the organ loud and sweet 
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was put in delightful practice by the author of “ The Ring 
given to Venus” and “The Land East of the Sun ” 1 

In the group which has been called “the Inter- 
mediates — who were born between Keats and Tenny- 
son, and who exhibited the comparatively abundant 
second crop of not quite first-rate poetry to be expected 
in the circumstances — the spread of prosodic craftsman- 
ship, and the tendency to exercise it in as varied a fashion 
as possible, are distinctly present The weaker of them, 
such as Haynes Bayly and “L E L ,” exhibit the 
slipshod facility derived from Moore and Monk Lewis, 
and [iass it on, rather disastrously, to Mrs Browning 
The strongest of them, such as Beddoes, Darley, and 
Hood, take to the greater modes and transmit the follow- 
ing of these to their own betters, Tennyson himself and 
Robert Browning, while a special " scholarly ” subdivision 
is illustrated by Biaed and Macaulay We must not say 
much of any of these , but Beddoes and Praed are very 
remarkable prosodically, and hardly one of the seven, 
even the weakest— these being, as usual, the most popular, 
— could be missed in one sense, without being missed in 
the other, from a history of English prosody 

The engaging and unfortunate lady 2 who lent “Miss 
Bunion ” her titles and her poetic tone, but did not in 
the least resemble her in person, was something of a 
poetrn pua no doubt , but she chattered in rather melodious 
verse, and, in particular, seldom or never committed the 
appalling rhymes which Mrs Bi owning permitted herself, 
and even tried to defend Her Muse is not exactly a 
slattern, but she is rather carelessly dressed There is, 
for instance, a very lazy and stingy allowance of rhyme 
in such a stanza as 

1 For some general remarks on Ihe prosodies of Keats and Shelley and 
then contrast, r inf Inteichapter ix 

3 The late Sir M E Grant-Duff once, m conversation, fell good-naturedly 
foul of me for being unjust to Mis Hem mi and perhaps somebody may 
think the injustice repeated, in the way of omission, here She is possibly a 
heller poetess then Miss I-andon, but part of her merit is a considciilble 
prosodic 1 1 fulfil ily , winch liases little Lo be said She can be praised, but 
must he left out in the cold of a note 



CHAP III 


THE SECOND ROMANTIC GROUP 


'33 


I have gone east, I have gone west 
To seek for what I cannot find, 

A heart at peace with its own thought, 

A quiet and contented mind, 

especially when — to any one emulating the steering of 
Lord Bateman, but scorning the rhyme-barrenness of his 
chiomcler — “ breast ” suggests itself most conveniently in 
such a context And she will write long narrative or 
semi-nariative poems with these meagre trimmings The 
couplets of the Gulden Violet are not much enjambed — 
which is probably due to the fact that her model was 
Byion, not Hunt or Keats, rathei than to any preference 
foi the succmctcr form But she must have read her 
pioofs with singular inattention, for in one rather well- 
modulated poem 1 — 

He sleeps — the night wind o’er the battle-field 
Is gently sighing — 

Gently, although each faint breeze bear away 
Life fiom the dying, 

the second line once, and once only, telescopes itself out 
by a whole foot 

Another field | befoie him 

The authoi of “ I’d be a butterfly,” “ O no 1 we never Haynes 
mention her,” “ She wore a wreath of roses,” and other Hfiyly 
poor things that have passed from the garland to the 
rubbish heap, mixed his Moore-and-water not unpleasantly, 
or (to take the lound of the senses still further) adjusted 
the tmk-a-tink of his instrument regularly enough But 
he could sometimes permit himself a rhyme more 
absurd, though less excruciating, than the worst of Mrs 
Bi owning’s own In a rather pretty piece, for instance, 
of which the refrain is 

You’ll love me, won’t you ? 

he mates this (after describing “demonstrations”) with 
Did lh.it affront you ? 

1 It will lie observed that hire agun is thi singular stinginess of rhyme 
I believe it not extrnvagint to suggest that this is partly due lo that sickness 
of the rhymed couplet which we find everywhere felt, and sometimes 
expressed, at this time 
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Now “ wunt you ” does not, somehow or other, seem to 
suit kisses and roses and butterflies and marble halls and 
anguish-causing mothers and the rest of it 1 

But to understand the popularity of such work as 
Miss Landon’s and Mr Bayly’s on the prosodic side, we 
must still remember the recent — almost actual — domina- 
tion of couplet, and the monotony even of lyric measures 
in the eighteenth century Heie was at least an attempt* 
at a karo/e, at the flash of the tinsel slipper, and the 
revel of the varied line 

The inclusion of Macaulay in such a history as this 
will only sui prise second-hand echoers of the not very 
wise depreciation of the Lays made by Mr Matthew 
Arnold, and perhaps one or two others, at first-hand 
But even some persons of better taste and instruction 
may not, unless they have paid special attention to the 
subject, have fully estimated his piosodic importance 

This is not best shown in the best thing that he ever 
did, the famous and exquisite “Jacobite’s Epitaph” — one 
of the pieces that, out of Landor, most perfectly re- 
produce, in modern English, the classical limpidity and 
chastity which Mr Arnold himself— that angelic but 
ineffectual rebel to Romanti?fsm — nevci could attain 
The poetry is here well served by the_ prosody, but 
nothing more Even in this, However, as well as in the 
fine, though less fine, “Lines Written in August,” there 
emerges the note which is more strongly heard in the 
Lays themselves — a note which is one of the characteristics 
of the prosody of the century, and which, consideung 
Macaulay’s birth-date, must be alloweT very early appear- 
ance in him It is that of scholarly, of literary, of intel- 
ligent, conscious, and, to a great degree, successful 
following of this and that example in older English verse 
His chief forerunners in this, and that not by much, had 
been Hartley Coleridge and Lockhart , 2 again putting 

1 I am of course aware that some modern phoneLiuans think it ought to be 
11 wttnt ” 

2 These names are instances of the application of a self denying ordinance 
which must henceforth pinch me I would much rather talk about them than 
about “L E L ” and Haynes liayly, but they arc not so much f< for me ” 
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Landor aside , but neither had “ standardised ” anything 
in quite the same fashion as that wherein the Lays 
standardise the adaptation of the common measure, 
which, on the pattern of the ballads and of Spenser’s 
February , the first Romantic school from Chatterton to 
Byron had endeavoured In The Armada he applied 
this same process of standardisation to the Mwbroken 
. eight-and-six — the fourteener — and with equal success 
That there is standardised and scholastic quality about it, 
that it bears much the same relation to its originals as 
very perfect Etonian hexameters or elegiacs bear to 
Virgil or to Fropeitius, may be admitted , but this does 
not diminish the interest 

And that interest is much increased by anothei, and 
at first sight almost contradictory, phenomenon which 
shows itself in his second best and most original thing, 
“The Last Buccaneer ’’ 1 He begins it with a sort of prelude 


Hartley’s sonnets are excellent, but not excellently remarkable is prosody 
Lockhart’s chief prosodic triumph is the extraordinarily beautiful “Wandering 
Knight’s Song” of the Sflamsh Ballads , perhaps his next, ‘ ‘ Captain I’llon’s 
Lament” — an unusual adrptation of the trochee to playful pithetic purposes 
So also I must only glance at J II Reynolds, that curious link between Keats 
and llood in matters prosodic and othei, especially (as regards prosody) in the 
new Pindaric 

1 This striking piece may be cited and analysed at some length, especially 
as I have known persons, well acquainted with the Essays and the Lays, to 
whom it was quite strange It opens 

The winds were yelling, the waves were swelling, 

The sky was black and drear, 

When the crew with eyes of flame, etc 

The other stanza cited above liegins 

To-night there shall be heard on the rocks of Cape de Verde 
A loud crash and a louder roar 
And there is a fine one before U 

Prom a shoie no search hath found, from a gulf no line can sound, 
Without ltidder or nctdle we steer , 

Abore, below, our baik, dies the seafowl and the shark 
As we fly by the last Buccaneer 

Now it will be noticed that you can scan some of the longer lines (which 
present, anapastically or lambically taken, hypermetrical syllables) tiochaically 
in pairs 

From a | shore no | search has ( found, 

Prom a j gulf no | line can | sound 

But not all “Above, below,” etc , has a syllable too little, and another 
not yet quoted — 


‘ 1 The Last 
Buccaneer ’ 
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or overtuie of curiously truncated character for the first 
couplet of his first stanza , but immediately opens this 
out, and establishes the rhythm which he means to use 
throughout Now this rhythm, when taken to pieces and 
arranged — as in regularity it should be — as a six-line 
stanza instead of a four-lined one, is quite simple, and 
very like what possibly suggested it, “ The Battle of the 
Baltic” That is to say, it is regular anaptestic thiccs, 
usually allowed to lun out to the full in lines two, four, 
and six, usually equivalenced back to iambs in one, three, 
and five 

But, as Macaulay has chosen to print it, it contains 
a suggestion which has been frequently echoed since in 
poetry both serious and comic, anti has, I think, led some 
astray I said long ago that I see no necessity in 
English poetiy for four-syllable feet, or even for the 
heavier trisyllables — those in which there is moic than 
one long, or where the long is in the middle To this 
principle I adhere, and it was stated with full knowledge 
of the facts which will be indicated here and in some 
other cases These facts may be classed cither as sugges- 
tions of “syzygy,” — of coupling two feet into a measure, 
or on the other hand, as allowing tetrasyllables Thus, 
though I do not need, I should not utterly bar the 
tetrasyllable scansion of such a couplet as 


When the crew with eyes of flame brought the ship without a name 
Alongside the last Buccaneer, 


or as 


And to-moirow shall the deep with a heavy moaning sweep 
The corpses and wieck to the shore, 


with two pjeons or ionics a vuno) c in the first lines, and 


And Severn's lowering mast seeuiely now (lies fist, 
has tivo loo hulc Only a very loose anapxeUc norm, or ihe occasional 
tcliTsyllables above suggested, will fit Ihe whole I have not much doubt that, 
besides Campbell, Macaulay hid Scott {v suf p Si, note on “ The Eve of St 
John ”) in his mind “ The Battle of Naseby ” is of the same general si amp, 
but more re^ulariud ft is pet haps best to siy of the “Buccaneer” itself 
that it eddies between Lrochaic and anaprestic lhylhni On nieie accentual 
scansion it becomes simply a seller 
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two amphibrachs in the second 1 I must, however, point 
out that these scansions, however much they may suggest 
themselves now and then, will not suit all lines, and that 
the plain anapaest and iamb will, as will also a shift from 
trochee to iamb 

These occasional syzygies , 2 however, as a kind of extra 
equivalence, may suggest themselves not infrequently to 
• some ears In songs set to music there is no doubt of 
them, as, for instance — an instance which I trust will not 
be taken as “ flippant," — in the notorious case of “ Vilikins 
and his Dinah,” where the thud p.ton base is unmistak- 
able, and its shutting up, for emphasis and solemnity, 
into something very like mo/ossi is most interesting — 

Now as Dinah | vos a valking [ in the guiding | vim clay 
Her papa he | came to hci | anil thus he | did say 

Rut this is music, not prosody And I am not sure that 
the temptation to scan the great legend of The Bogle in 
four-thicc time — 

He accompa|n>cd euh blow | with a Ha 1 or | with a Hoi 
And he always | cleft his foe | 

I'o the waist, | 

as well as those poems of Mrs Browning’s which may be 
not quite unconnected with that glorious and mjstenous 3 

1 Whin the. uiw with | i)is of [ flame || brought Iht ship wilh|out a name 
tiling side | the last Huc|caneer , 

the clotted scansions being, as before, alternative The " plan anapEsl and 
iamb ’ would give 

WliLn the erm | with eyes | of (lame [[ brought the ship | without | a name 
Alungjsidc the last | Buccaneer 

2 The v ord has been miller abused lately, but nlu\ u 1 non to! lit, etc It 
has a good old piosodic warianty in this sense 

1 I ha\e sought in vain, from persons intimately acquainted willi Ihe 
history of the city of Ilailie Janie, lnfonnalion as to Ihe possible origin 
of [his, Ihe griatest wort existing in connection wilh the Regius Piofessor- 
ship of Rlietonc and Belles LcUrcs in Ihe Unnersily of Pilinliurgh, and one 
which will occupy us again But nobody, not even Sir Theodore Martin, 
SLcmtd to know who George of (.orhals was, or Ihe redoubtable Nush, or 
lhaL not unworthy Lancelot, the Bogle himself, or what was the occasion on 
which, with such suicidal industry. 

They [were] working at the inuni 
And the gin * 
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ballad, ought not to be resisted — trochaic scansion 
throughout being far preferable and not at all anomalous 
But the subject is a really interesting one, and I should 
like the present digression on it to be read in company 
with other past and, if it may be, future references to 
the subject of foot-composition and distribution 

The great development of practical versemanship 
which we are witnessing in these transitionanes is even ■ 
more illustrated in Macaulay’s contemporary and 11 cross- 
ratter ” 1 at Trinity, Wmthrop Mackworth Praed, who is, 
indeed, one of the chief of the lesser lights of English 
prosody That metrical conscience and competence 
which, as we have seen, and have also had to argue, is 
often, as far as the conscious conscience is concerned, 
absent even in very great poets — which had come in with 
certainly not very great ones, like Monk Lewis — exhibits 
itself in him throughout He never goes wrong by 
accident or incompetence The longer but less important 
poems of his youth, Lillian , Gog, etc, owe of course a 
good deal to Southey and others , but they anticipate 
Barham in the perfect ease and correctness with which 
they “ take the flurc ” in the most complicated horn- 
pipes and double-shuffles of measure In the ever-to-be- 
famous “ Red Fisherman ” this accomplishment becomes 
consummate It was only ten years since Chnstabcl had 
been published, though thirty since it had been written , 
and here is a practical “ farthest ” in one particular 
di.ection of the Clmstabil lesson 

There are, however, other places besides this where the 
almost monotonous competence turns to something even 
better A piece that would not have been a wonder in 
technical execution thirty years earlier is the exception 
in Praed he sets his own handicap so high in this way 
that one becomes unconscionable in one’s demands on him 
He can meet them, however There is very remaikable 

1 I was once rebuked by a most respectable connection of Fried’s for 
mentioning the word u rat M in connection with him As he ratted to my 
own side there certainly could lie no offence meant , I wish we had ship loads 
like him And (he fact was recognised by himself in the jocular title “Mr 
Cra/ee Rattee ” 
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fingering in “Time’s Song,” 1 where it is to be noted that, 
despite the extremely strong middle pause rhythmically, 
the lines are not intended to be divided, and the sense 
sometimes imperatively bars such division “ Arminius " 
challenges the Lays at their own favourite weapon 
of a peculiar kind of common measure, and, I 
think, beats them, though, of course, only over a shoit 
• tnal-course And “Sir Nicholas,” renews the challenge 
with perhaps more dubious success I should like it to 
be better than “ Naseby,” but I do not think it is “The 
Vicar” and “Josephine” and “ Twenty - Eight and 
Twenty- Nine” are all prosodically irreproachable, and 
" Sleep, Mr Speaker,” has always, as often as 1 have read it, 
nearly made me cry' “ It is so beautiful ” — in the modula- 
tion of its graceful half-doggerelised lilt, and the absolutely 
ideal harmony of its form and its [flatter 2 But of course 
the triumph of Praed's prosody is elsewhere — elsewhere 
even than in the “Red Fisherman” itself — in the marvel- 
lously transformed anapaestic thiee-foot with redundance 
in the odd lines, which he selected and perfected for the 

1 O’er Ihe level plains, where mountains greet me as I go, 

O’ei the deseit waste, where fount uns at my bidding How, 

On the boundless be im by day, on the cloud by night, 

I am riding hence away who will chain my flighL ? 

War Ins weary watch was keeping, — I have crushed Ins spear. 

Grief within her bower was weeping, —I have dried her tcai , 

Pleasure caught a minute’s hold, — then I hurried by, 

Leaving all her banquet cold, and her goblet dry 

The prosodic secret here, if I am not mistaken, is the “ extra double 
magnifying power” of the lengthening emphasis on the initial syllables — 
mostly monosyllables — of the line-halves 

2 Sleep, Mr Speaker , it’s surely fair 
If you don’t in your bed, that you should in youi chair 
Longer and longer still they grow, 

Toiy and Radical, Aye and No , 

1 alking by night, and talking by day , — 

Sleep, Mr Speaker , sleep, sleep while you may 1 

Sleep, Mr Speaker , sweet to men 
Is the sleep that comes but now and then , 

Sweet to the soi rowful, sweLt to the ill, 

Sweet to the children Lhal work in the mill , 

You have more need of sleep th in they , — 

Sleep, Mr Speaker , sleep, sleep while you may * 
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“ Lettei of Advice ” and the “ Fourteenth of February,” 
for the “Good Night to the Season” and “Our Ball” 
We have seen how the jingly and rickety original — 
without redundance — of this glorious and pyramidal 
metre was used by Shenstone and Cowper , how Gay, 
and Chesterfield, and Lady Mary used the real thing for 
half-doggerel , how Byron, in some odd moment of in- 
spiration, or lucky one of windfall, effected the one thing 
needful 1 But if Harrow fished the murex up, it was Eton 
that discovered the full virtue of the dye, by the art 
of Praed and of Mr Swinburne 

Traed In fact there is hardly a more remarkable example 
than this metre 2 (save perhaps La Belle Dame sans Mera 
and one or two moie) of that power and reality of purely 
piosodic foim, at which some people sneer The simple 
and, as they call if, mechanical addition of an odd 
syllable to two lines in four absolutely alters its whole 
character, gives it new powers, opens up to it new realms 
of possible sovereignty Of the older and imperfect 
mode it would be difficult to find a piece which ought to 
have been better than Cowpcr’s “ Alexander Selkirk ” 
Cowper was not only a poet, but, as has been shown in 
its place, a poet of no small specially prosodic power , 
Wordsworth’s criticism on the diction of this piece is one 
of Wordswoith’s most uncntical utterances , and the 
subject, from Cowper's point of view, gave ample oppor- 
tunities Yet the unbroken “ rumtity, tumtity, turn” is 
all but intolerable Now try, with the bare symbols just 
indicated, the lengthened form — 

With a ruin|tity tumjtity tum| ty — 

With a rumltity tum|tity tum, 

and presto 1 the whole thing is changed The little 
recoil or interval — take it as you will — gives the fiist 

1 II would be a curious buL not an unexampled instance of the irony of 
Lhe world if he really got it unconsciously from the “ Azracl ” couplet of 
7 'halaba, given above at p 53, which, though rhymelcss and uncompleted, has 
the germ It was already famous, and Byron’s contempt of Southey as a 
poet was, like not a few other people’s, much more affected thin real 

2 “ lhe Piaed metie” it may surely be called with greater justice than 
even “ the Burns metre M 
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line something to “ kick against,” to give itself force and 
sting — a something which thrills back to its very be- 
ginning and surges throughout The second line acquires 
fiom the first quite a different effect instead of a jejune 
and jingling repetition it has a varied and concentrated 
motion which whets the ear again for the new form of 
line three The despairing monotony of the Shenstone- 
. Cowper form exchanges itself for a variety 

Like the wave , 

and whereas under the old arrangement serious and even 
passionate situations giew trumpery, in the new even 
burlesque and mere fun acquire passion and jioctry 

The gain in variety, m supjileness, in substitution of 
clangour for clatter, is shown in all the examples, 1 the 
least remarkable being "Tales out of School”, and the 
pathetic effect, perhaps, best in “ Our Ball ” But for 
the real exaltation of the metie — for its piomotion to an 
altogether “higher sptar ,” as Mrs Clinker would say — we 
must, of course, go to the “Letter of Advice” How one 
would like to have met Miss Medora Trcvilian at Padua 
or elscwheie 1 and how small she makes all the other 
poetesses of 1828 look beside her 1 Praed himself, like 
a gentleman and a good fellow, has spoken politely of 

1 Two, specially referred to above, must suthce 

Remember the thrilling romances 
We re id on the lank in the glen , 

Remember the suitors oui fancies 
Would picture for both of us then 
Thiy wore the red cross on their shoulder, 

They hid vanquished and pardoned their loe — 

Sweet fncnd, are you wiser or colder? 

My own Arimmta, say “ No ' ” 


They tell me you’re shadowed with laurel 
1 hey tell me you’re loved by a Blue 
They tell me you’re sadly immoral — 

Dear Claience that cannot be true 1 
But to me you arc still what I found you, 

Before you grew' clever and tall , 

And you’ll think of the spell that once bound you , 

And you’ll come — won’t you come? — to our Bdl » 

Observe that on the “accentual” system there is no difference between 
thii and the Shcnstone Cowper jingle 
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“ L E L," and we have endeavoured to tread in his steps , 
but when did “ L E L” write anything like 


or 


Remember the thrilling romances, 

He must walk, like a god of old story 
Come down from the home of his rest 


I have known hypercritical persons who objected to 
Like music his soft | speech must plow, j 

but they evidently did not see that “speech must flow” is 
“ clogged with consonants,” by that artful Medora, on 
purpose to indicate ^ts own freedom from babble and 
gabble. 

Seriously, the opportunities of inflexion — of rise and 
fall — which this metre, thus impioved, possesses, are 
miraculous, Praed himself had no use for them all, or 
was not equal to them as yet, and we may hope for them 
to be subject of another discourse in reference to things 
that even Medora could not have wntten — things in 
which the magic of the dying fall is to be added to that 
of the throbbing rise, as 

Night sinks on the sea 

Some not very grave questions in the usually idle 
department of plagiarism-ferreting have been raised about 
the relations of Praed and Hood in the selection and use 
of the half-metrical, half-verbal trick of repeated phrase, 
as in 

The ice of her ladyship’s manners, 

7 he ice of his lordship’s champagne, 

and other things , but they need not trouble us People 
who leally care for poetry have long made up their minds 
that the frail, but far from feeble, body of Thomas Hood 
contained within it not merely a faculty of infinite jest, 
but a really poetic soul It is certainly not from the 
prosodic side that any demur will be made to this The 
more purely comic poems are not marred, but put some- 
what out of our range, by the fact that, while they exhibit 
that increased facility of adapting comic or farcical sound 
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to sense which necessarily forms part of the general 
diffusion of prosodic aptitude, they are mostly, if not 
intentionally, doggerel verse of a kind that, like some 
of Praed’s own efforts and more of others, will be best 
studied once for all under its “prior,” Barham 

With the so-called “serious” poems, even if we relieve 
them of the seno- or tragi-comic, such as “ Miss Kilman- 
segg,” it is different They do not provide us with any 
such special and almost original accomplishment as the 
metre of the “ Letter of Advice,” but the command of 
“ divers tones ” is perhaps greater than in Praed It is 
also beyond all question more independent, not merely of 
direct comic 11 breakdown,” but of comic hint — the little 
trick or inflexion of prosodic voice, as it were, which is 
rarely though not quite never absent in the author of 
the “Letter” “Eugene Aram" and “The Elm Tree” 
are both remarkable for the curious suffusion of the metre 
with gloom , but their share of it is nothing to that 
possessed by “The Haunted House” 1 The manipulation "ihcHaunitd 
of that measure of great capabilities, but also great House 
dangers, the quatrain of decasyllabics, is quite extra- 
ordinary Hood has shortened the last line We have 
seen and shall see that, without some liberty of this or of 
the rhyme kind, the monotony which even Dryden, even 
Gray, 2 hardly escaped is all but certain But he has 
proceeded further in another of these directions by 
adopting redundance in the even lines, thus, let it be 
observed, preparing the shortening of the whole line and 
extension of the end in the fourth On the mere specifica- 

1 For instance 

Those dreary stairs where, with the sounding stress 
Of ev’ry step, so many echoes blended — 

The mind, with dark misgivings, fear’d to guess 
How many feet ascended 

There is something in this findy phrased and moulded stanza, and especially 
in the last line, which makes one remember a great thing of Hugo’s, turned 
differently 

Quelqu’un qu’entourent les ombres 
Montcra mes marches sombres, 

Et quelqit'un les descendra 

Les Quatre Vents de V Esprit , in I 
3 It suited Gray to some extent, of course 
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tion of it, and before trial, I think I should have augured 
a perilous tendency to burlesque in this And I am by 
no means sure that the tendency is not there But, if so, 
Hood has availed himself of it to produce that opposite 
effect which is often within reach of the artist on such 
occasions You expect burlesque in a vague way from 
the form , you find at once the reverse of burlesque in 
the matter, and the result is an additional grimness, as ot 
a skeleton in a fool’s cap and with bauble The slow" 
and almost heavy march of the unaltered original he has 
to a great extent kept , he wanted it, and the shuddering 
arrest of the last line only helps it All the lines, even 
when there is no actual stop at their end, are single- 
moulded here, and there is a sense of oppression — almost 
of stifling— all through Continued much longer, the 
effect would have been intolerable , but, as it is, Hood 
has made it just the right length In the second rank — 
and pietty high in that second — I haidly know a greater 
piece of ci aftsmanship 

So, too, though 1 have never been among the most 
enthusiastic adinireis'of the “ Bridge ” and the “Shirt,” 
it would be almost impossible to adopt prosodic vehicles 
more appropriate, especially in the first I cannot help 
thinking it a pity that he chose to discard the final 
Alexandrine in “The Flea of the Midsummer Fairies,” 
but the actual measuie does not ill suit that beautiful 
pocin , and the continuous anapaests of “ Tycus the 
Centaur ” give, I think, one of the longest examples of 
that metie for narrative that are really good And such 
dangerous things as the “Hymn to the Sun” and “Ode 
to the Moon ” are well mated in verse 

But next to “The Haunted House” I think that 
Hood's power of selecting and modulating metre is best 
shown by some of those smallei lyrics in which the nine- 

1 For instance, though I never Has a member of any Browning Society, I 
think 

The three men who did most abhor 

Their life in Pans yesterday 

gets the poetic; grip beltei, in the simplicity of its two lines, than ill the 
accumulated T.ppt_\li> of “T he Bridge of Sighs ” 
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tecnth century was leaving the eighteenth behind (as Dante 
left lower spheres for higher during his happier journey) 
and was recovering the paradise of the seventeenth itself 
The manipulation of common measure m “The Time of 
Roses” exemplifies this. Its extreme beauty arises from 
contrasted arrangement in the three stanzas — the middle 
one being normal, the first catalectic in both first 
and third line, and the last daringly limiting catalexis 
to the final couplet only (Vciy simple, of course , but, 
once more, “Go thou and do likewise” 1 ) There are 
fifty or five hundied things in these “Intermediates” 
which are more or less like “ Fair Ines.” , 2 which of them 
can vie with it in the mixture to be carried out of saucy 
biavery and actual passion conveyed in measure and 
motion, in stamp and stiess , 3 in drawing back and letting 
forth of the line-length like the slides of a cornet? 
I should like to dwell on the fine Keatsian couplets 

1 It was not in the winter 

Our loving lot was cast , 

It was the lime of Roses — 

Wt pluck’tl them as we pass’d I 

That churlish season ncvei frown’d 
On early lovers yet — 

Oh no * — the world was newly crown’d 
With flowers when firsL we met ’ 

’Tw is Lwilight, anil I bade you go, 

But still you held me fist , 

It was the Tune of Rost s— 

We pluck'd them as we pass’d 1 

Compare this wilh Haynes Bayly’s things — so near and so far 1 

2 O saw ye not fair Ines? 

She’s gone into the West, 

To dazzle when the sun is down, 

And rob the world of rest 
She took our d lylight with her, 

The smiles that we love best, 

With morning blushes m h er cheek 
And pearls upunJher breast 

3 I have been reproached by sonic for being an enemy of stress, or, at 
leasL, a bell tiler of its poetic value May Apollo forgive them 1 There is 
haidly a more powerful instrument in the poet’s hand for occasional effect, 
and it does, as I have tried to show elsewhere, yeoman’s service in piovidmg 
him with his moie usual material But to monarchic il, to neglect w^stres^, 
to make stress the sole and single secret of metre — that is the heiesy against 
which, so far as it is not a pure record of the facts, this book is written 
VOL III L 
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of the “ Sea of Death ” fragment, and the melancholy 
burden of What can an old man do but die? 


and “Autumn,” and the spirited “Exile,” which, however, 
wants a little more rhyme (compare the remarks above 
on “L. E L”), and the excellently sustained "The Stars 
are with the Voyager”, but there is no room 

I fear it is true, whatever moralists and Philistines may 
say, that no man ever wrote much great poetry unless ho 
cither had no other work or courageously neglected it , 
and perhaps there is no sadder instance of loss on this 
score than Thomas Hood 

No such charitable excuse for the individual, and no 
such accusation of society, is available in the case of those, 
if not “great perhapses,” certainly great puzzles — Dailey 
and Beddocs 1 Darley does not seem to have been 
entirely destitute of private means, though he may have 
had to supplement them by literary work , but the 
amount of this latter which he did could hardly have 
stood m the way of the Muse As for Beddoes, he is 
stated to have practised as a physician (although I am 
one of the most fervent of his admirers, I confess I should 
not much have liked to be his patient) But it is incon- 
ceivable that he should ever have let his practice, and it 
is not suggested that he ever let anything else, interfere 
with the wayward self-pleasing for which he seems to 
have had means enough So whatever may have impeded 
their poetic accomplishment it was not “the grindstone" 
As certainly it was not insusceptibility to harmony of 
words or want of the power of producing it 

There is, of course, much difference of opinion about 
the poetic value of both , and especially of Darley I 
know one excellently qualified and not unduly whimsical 
critic and lover of poetry who casts Darley from him, 

1 Mr Ramsay Co]]es has earned the hearty thanks of lovers of poetry by 
making the works of both poets easily and cheaply accessible in Messrs 
Routledge’s reissue of the Muses' Library Mr Gosse’s earlier labours had 
indeed put Heddocs out of the ranks of the unallainables , but Darley was 
scattered over half-a dozen volumes, one or two of them very rare I wish 
some one would follow with his prose — there are some fine things in The 
Labours of Idleness 
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who will have none of Darley, who would wish (to alter 
Dorset on his “ Bonny Black Bess ” slightly) 

That [some] Queen, overheating what [Darley] did say, 
Would send Mr Roper to take [him] away 

On the other hand, it is well known that in early days 
some other good judges preferred Darley to Tennyson, 
and that Tennyson — himself a very good judge, and by 
,no means a specially good-natured or gushing one — 
thought very highly of this rival, whose rivalry seems 
now so odd to us However, I have nothing to do here 
with Dailey's general poetic worth It is enough for me 
that, if we were to judge by the prcaodic value of bits 
and scraps of his which could be produced by dozens, he 
would rank among the magicians, and not far below the 
craftiest of them 

It is most difficult even to produce any of these 
pieces without admitting, and tediously discussing, Dailey’s 
extraordinary uncertainty of taste, especially in diction, 
and that absence of self-criticism, of selection, of restraint 
which may not annoy some people, but which certainly 
annoys most Grant it all , waive it all “ Let it pass , 
let it slide,” as was once observed, majestically, in the 
House of Commons by a member somewhat too good 
foi the breed of his companions There will remain 
things unquestionable by any one who can get to the 
point of seeing them face to face as examples of verse. 

I do not merely refer to the almost famous 
It is not beauty I demand, 

which deceived no less a person than the late Mr 
Palgrave into thinking it genuine Elizabethan, and insert- 
ing it as such in the Golden Treasury , or the really famous 
“ I’ve been roaming,” which, pretty as it is, does not seem 
to me to rank with the things of Hood’s in the same kind 
just quoted But do look at the verse-quality of the 
wonderful lines from Nepenthe quoted below 1 Take from 

1 O blest unfabled Incense Tree 
Thai burns in glorious Araby, 

With red scent chaliung the air. 

Till earth life grow lhlysian there I 
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the same failure of a very great poem the audacious 
experiments in mono-rhymed stanza , 1 also given Pick 
out and contrast from the disorderly delights, the wander- 
ing revel of rhymes, of Sylvia , two such movements as 
those which are appended 2 Add to these only one 


1 1 'ilf buried lo her Aiming breast 
In this bnghl tree she mikes her nest, 

Hundred sunned l’luinix. 1 when she must 
Crumble at length Lo hoary dust 1 

Her gorgeous deathbed r her riLh pyre, 

Burnt up with aromatic lue ' 

Her urn, sight high from spoiler men 1 
ller l*rLhplice when self born again ' 

The mounlainless green wilds among, 

Here ends she her unechoing ^ong 1 
Willi amber tears inti odorous sighs, 

Mourned by the desert where she dies I 

1 Winds of the West, ansL 1 
Hesperian balmiest airs, O waft huh (hose sweet sighs 

To htr Lliat breiLlies Lhein from her own pure skies, 

Dew dropping, mixl with Dawn’s engoldened dyes 
O er my unh ippy eyes » 

from primrose bud and willow bulk wIilil your moss ciadle lies, 
O 1 from your rushy bowers to waft back her sweet sighs — 
Winds of the West, mse 1 

Over the ocean blown, 

far- winnowing, let my soul be mingled with her own, 

By sighs responsive lo eieh other known » 

Bird unto bird s twin breast has often flown 
from distant zone to zone 

Why must the Darling of the Morn lament him here alone? 

Shill not his fleeting spirit be mingled with her own, 

Over the ocean blow n t 

2 (a) To see the Elves 

I’repaie themselves 

To climb tbe be uns of the slanting moon — 

Or swiftly glule 
In bells to hide 

And press their pillows of scent at noon 

(£) Strew l strew, ye maidens ' strew 
Sweet flowers and fairest l 
Bale rose and pansy blue — 

Lily the rarest — 

Lay, lay her gently down 
On her moss pillow, 

While we our foreheads crown 
With Lhe sad willow 
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stanza 1 from “The Maiden’s Grave," and then say, on 
proofs which could be easily multiplied, whether this 
Irishman had not something more than the usual Irish 
command of facile, slip-the-girth verse ? 

There is no need of such apologetics in speaking pf 
Beddoes, nor of so large and varied a selection to justify 
them He and Darley are of the same class — the class 
t of persons who come near to, or actually reach, great 
poetry without being great poets , but Beddoes is the 
higher in the class, and neaier to the still impossible 
poethood of real greatness Yet he does it, at least in 
part, by the same means — the magic of verse — in his 
case better sustained and more thoroughly brought off 
Whereas, for all Darley's familiarity with the Elizabethans, 
Thomas a Becket and Ethels tan are things which all but 
a very few people may be affectionately, but earnestly, 
entreated not to read — things where the writer carries 
on a hopeless Laocoon fight with the intricacies of his 
models — 7 he Fool's Tragedy and The Bride's Tragedy 
and The Second Brother and the Fragments are only 
marred by that excess of redundance to which the 
early imitators took by a natural recoil from eighteenth- 
century practice, and of which some folk seem even now 
not to perceive the dangers Theie is hardly anything 
of Beddoes’ which would not repay prosodic examina- 1 
tion the curious continuous sixains (rhymed abbcca, but 
having the appearance of blank verse accidentally tipped 
with irregular rhyme), the dixains (three couplets and 
an alternate quatiain), of Rudolph , the irregular octaves 
{nabbed cd) of Albert and Emily But his lyrics are the 
point 

The songs in Death's Jest Booh, though always very 
pretty and sometimes beautiful, supply only one perfect 
thing, and elsewhere arc not much above Darley’s own 

1 Fresh is my mossy bed , 

Th<_ frequent pity of the rock falls here, 

A sweet, wild, silent tear ’ 

I hive he ml 

Sometimes a wild and melancholy bird 
Warble at my gravt.-head 
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pitch 1 But this is perfect, and when we come to what 
should be the universally known first stanza of “ Drcam- 
Pedlary ” 2 what words can possibly do justice to its 
movement and music ? what prosody of the very greatest 
that we have cited or referred to, in this voyage through 
the realms of gold, can be held superior to it ? The 
selection of stanza , the arrangement of the rhymes , the 
framing of single lines to suit their sense , the utter , 
inevitableness of the diction — how shall we acknowledge 
them rightly ? There is nothing for it but to borrow those 
great and final words for which, even if Hazlitt’s many 
sms were more than, they are and his many virtues fewer, 
he should be canonised as a critic “ It is something 
worth living for to write, or even read, such poetry as 
this, or to know that it has been written ” And, once 
more, beyond all question, though not beyond all differ- 
ence in estimate of proportion, the prosody is a mighty 
part of this inestimable poetry 

One might quote many more, but this is not an 
anthology, and after the pair just quoted it is not neces- 
sary Not even in Shelley before, or in Tennyson after, 
is there anything more significant of the recovered mastery 
of prosodic music — of the unlocking of the foigotten 
treasury where the harps and horns of Elfland had hung 
so long unused 


1 If thou wilt ease thine heart 
Of love and all Us smart, 

Then sleLp, dear, sleep , 
And not a sorrow 
Hang any Lear on your eyelashes , 
Lie still and deep, 

Sad soul, until the sea-wave washes 
The rim o' the sun to-morrow 
In eastern sky 


2 If there were dreams to sell 
WhaL would you buy ? 

Some cost a passing hell, 

Some a light sigh — 

That shakes from Life’s fresh crown 
Only a rose-leaf down 
If there were dreams Lo sell, 

Merry and sad to tell, 

And the crier rang his bell, 

What would you buy ? 

For some reason (I think a real 
one) he cut the penultimate triplet 
to a couplet in the other stinzas 
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PROSODISTS BEFORE GUEST 

Subjects of the chapter — Return to Cowper — As prosodic critic — 
Sayers again — The grammaticasteis , Walker and Murray — 
Odell — Thtlwall — Roe — Warner — Herbert— Gregory — Criti- 
cisms on Southey's hexameteis, the Edinburgh Review — Till- 
brook — Crowe — Some others — Payne Knight — Carey — Frere 
and Blundell 


In the last volume we pursued the survey of “ preceptist ” Subjects ofi 
prosody till very nearly the close of the eighteenth century j* e J5j‘® r to 
In the present chapter we take it up again with especial Cowper 
reference to those writers who did not accompany precept 
and theory with practice, or whose practice (as in the case 
of Crowe and one or two moie) was not very important. 

Of those who both preached and practised, the subjects 
of the first chapter of this book yield us little , and those 
of the second and third, not very much , while what they 
give (except Southey’s hexameter practice and theory, 
which is reserved for separate treatment) has been, for the 
most part, taken with their poetry The glances of 
Macpherson and of Blake are interesting, if only because 
they are indicative of the inevitable dissatisfaction with 
the prosody of eighteenth-century verse But there is a 
writer — later by far than Macpherson, contemporary in 
work though not in years with Blake — to whom we must 
return, because his prosodic remarks “ throw forward,” 
because he is not as Fogg or Nares, but — though himself 
not half knowing it — a herald of things unimagined 
by them 

It may have surprised some readers that Cowper, of As prosodic 
whose practice in prosody not a little was said in the last crltlc 
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volume, did not figure there as a prosodist The reason 
for this has just been given — that the prosodic remarks in 
his letters are very late, and distinctly belong to this 
present chapter, not merely by their date, but (which is 
much more important) by their character Nowhere is 
the anti-Pope movement — the revolt against the couplet 
— more openly proclaimed , in fact almost the whole of 
them bear directly on the question of the superiority of 
blank verse to rhyme as a medium for the translation of 
Homer, and (indirectly) on the charactenstics of blank 
verse itself 

It is, however, pietty clear that Cowper had never 
thought the questi6n thoroughly out , that he had not 
even got so far as to ask himself what the general char- 
acteristics of English prosody were In this, as in so 
many other cases, we must, of course, remember the 
strange gap in his intellectual life, and that he was a man 
of 1730 unnaturally yoked as a poet with men of 1750 
or 1760 — a sort of poetical Rip van Winkle In one of 
his earliest pieces of criticism— the strictuies on Johnson’s 
Lives of Pope and Prior (to Unwin, Jan 5, 1782) — except 
a glance at Pope’s “ mechanical verse ’’ which duplicates 
his own metrical criticism, there is nothing prosodic 
Nearly three years later (to Newton, Dec 1 1, 1784) he 
asserts that “ blank verse is susceptible of a much greater 
diversification of manner than verse in rhyme ” — flatters 
himself that he has “avoided sameness,” but does not say 
how To Bagot (Aug 31, 1786) he extols the “ divine 
harmony” of Milton, attributes this to his “elisions,” but 
admits that these are “discord and dissonance” to “ modem 
ears ” because they “ lengthen the line beyond its due 
limits” 1 * * Thcrcfoie, against his own judgment, he does 
not himself “ elide ” much, but “shifts pause and cadence 
perpetually” To the same, fiveyeais later (Jan 4, 1791), 
he denies Johnson's (?) remark that “ {he syllables of our 
language are neither long nor short”, rather rashly 


1 The singular fate which besets those who use the word ' 4 elision ' in 

English gups Cowpir here How (an i/iwom possibly hn^f/un a line? Put 

to him, as to all of them, these were evidently elisions and not elisions 
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asserting that "every syllable is distinguishably and clearly 
either long or short,” and, less rashly, that " without 
attention to quantity good verse cannot possibly be 
written ” , that “ the ignorance of this matter is one reason 
why we see so much that is good for nothing,” and that 
“ the movement of a verse is always either shuffling or 
graceful according to our management in this particular ” 
In two other letters to the same a few weeks later, he 
comments on Johnson's dislike to “blanks”, and the 
curious undated correspondence with Thurlow is mainly 
occupied with the “ blank v rhyme ” question — the 
Chancellor saying some sensible though general things 
Also there is the unlucky, though not surprising, judgment 
of Chapman (to Paik, July 15, 1793), which includes the 
phrase, “ his information was not much better than 
his verse” 

Now what strikes me as most remarkable in all this is 
that Cowper, while laying the greatest stress on quantity, 
appears to make hardly an allusion to what seems to me 
inseparable fiom quantity — scansion by feet And his 
mentions of “ elisions ” are rather puzzling He says that 
other people thought they made Milton’s lines too long — 
which would seem to imply that other people did not 
think them elisions at all And, much as he admires, he 
will not imitate them So also, while vindicating his 
use of varied cadence, he abstains in the most curious 
fashion from specifying pauses, stopped or enjambed end- 
ings — indeed anything in the way of technical prosodic 
minutia; That he should have read little on the subject 
is not sui prising , for after his breakdown his access to 
books was very small But that a man with his evident 
interest in the mattci, his intense devotion to Milton, his 
practice and skill in actual verse-making, and a sound 
Westminster education at the back of it all, should not 
have advanced, even a little, beyond vague general notions 
of “harmony” and the like is really a pu/zle In one 
place he objects (as he had a perfect right to do) to 
Thomson’s “numbers” as “sometimes not well harmonised” , 
but he gives us no particulais as to the points in which 
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this lack of harmony (as it seemed to him) consisted 
Perhaps we could hardly have a better instance of a fact 
often insisted on in these pages — that a poet is by no means 
necessarily a prosodic theorist, that it is possible for him 
to be a very cunning verse-smith, and yet to know no 
more about the rationale of his processes than a bee does 
when it adjusts the angles of its comb-cells But perhaps 
it tells us also something more — that the whole subject t 
was as yet a subject rather of ignorance than of know- 
ledge , and that Apollo winked at this ignorance 

One other piece of information is of a more definite 
kind, and this falls yi with the general theme of the first 
chapter of this book — the impatience, the weariness, the 
disgust, with the still reigning couplet, and the rather 
blind but very natural notion that rhymelcssness was the 
only cure 

This notion, as we have seen, worked at the same time, 
but in a more revolutionary manner, on Frank Sayers, 
and produced his, at first sight, disappointing disquisition 
on “English Metre ” 1 Yet though this is little more than 
incomplete and almost uncommented retiospect, disappoint- 
ment, after all, is not perhaps the word , foi there is, at 
any rate, that “exquisition of the old mother” — that 
study of the real corpus of the subject — which is the one 
thing needful, and which contrasts so remarkably with 
the endless chatter about accent and quantity, and the 
preposterous “ bar ’’-scansion of the musicahsts, And 
though it is called a “disquisition,” it is clear that this 
piece of Sayers's is more in the nature of a note of pieces , 
of “ documents in the case,” than anything else 

Those two curious dictators of English grammar and 
English vocabulary at the end of the eighteenth century — 
John Walker and Lindley Murray — than whom surely 
no others ever competed for dictatorship with so little 
qualification, or attained it with so little resistance for so 
long a tune — had to deal with prosody, of course But 
their attitudes to it, and the values of their remarks on it, 
are very different It would not be easy to find a better 
1 V sup p 39 
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example of presumptuous ignorance and folly than these 
words of the author of the Pronouncing Dictionary (1791) 
After modestly suggesting that everything previously 
written on the subject should be cast into the fiie, he 
remarks that it is really so simple that very little need 
be written “ Almost all that the subject requires ” is to 
say that we have verse of such and such a number of 
.syllables to the standard line , that the rhythm is dis- 
syllabic or trisyllabic , that the rhythmical ictus does or 
does not begin with the first and fall on the last , that 
lines are allowed, within certain limits, to deviate from 
standard, but beyond that they becopie piose , and that 
“ the clauses in the line , relatively to clauses in their own or 
other lines , become harmonious by the propoi tions they suggest ” 
It is about all that this requires, to say that part of it is 
doubtfully true, most of it utterly inadequate, and the last 
clause either mere gibberish, or in need of a not incon- 
siderable treatise of explanation In fact the passage 
suggests a possible origin for that mysterious use of the 
author’s name (to indicate contemptuous reception of a 
statement) which has never been satisfactory accounted 
for hitherto 

With Lindley Murray ( English Grammar , 1795), ls > 

I have said, different Neither here nor elsewhcie can 
he be called a scholar, and his introductory concession 
regarding poetry in general, that “ When this lively mode 
of exhibiting nature and sentiment is perfectly chaste , it 
is often found to be highly interesting and instructive,” 
is exquisitely ludicrous “Accent" and “unaccent” have 
too much of their way with him , his doctrine that 
“ short ” cum pause = “ long ” is, I know, anathema to 
some good people , he tends generally to the elocutory , 
and his individual scansions are risky, though I rather 
wonder at my friend, Mr Omond, who could mildly ex- 
postulate with the atrocities of Steele, but finds Lindiey’s 
“appalling” Yet in spite of aH this there is something 
about Murray His doctrine that “We have all that the 
ancients had, and something they had not',' is uncommonly 
near the truth, though I dare say he did not know how 
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true it was For the fact of the matter is that we have 
the full quantitative scansion by feet, which is the franchise 
and privilege of classical verse, without the limitations of 
quantitative syllabisation with which that verse was 
hampered We have their Older and our own Freedom 
besides But I am not sure that Murray either knew or 
meant this and we must return to specialists 

The melomania of Steele in prosody was sure to 
attract followers , this kind of crankery always does 
Indeed we noticed some in the last volume In the fiist 
quarter of the nineteenth century, however, there were 
three writers of sojne note who, in both senses, followed 
him and each other The earliest, John Odell of 
Cambridge, seems to have written his Essay on the 
Elements , Accent j, and Prosody of the English Language 
as early as 1802, but did not publish it till four years 
later He is purely phonetic for a long time, and mainly 
so always, but about p 124 becomes prosodic He 
rather dismisses “accent” and “quantity” — which is a 
blessing, but his substitution of “ emphasis " requires a 
good deal of guarding to prevent its becoming a curse 
Sometimes he is rather difficult to understand, as in the 
following passage, where I simply deny the first clause , 
and as for the second, I hope I am doing nothing shocking 
by reproducing it “If the first syllable of ‘gentle’ be 
made long it will be ' jrrntle ’ , and by the same means the 
word ‘ body ’ will become unfit fot utterance in any decent 
company , ” 1 His scansions, as with all these musicians, 
aie anacrustic, and he thinks Milton’s verse “ often faulty,” 
and, when not so, admitting three, four, five, or even six, 
“cadences” But the most illuminating thing I have 
found in him is the following arrangement of a stanza 
fiom Rogers with “ quavci -rests ” 

that | \eiy 1 | law which | moulds a | tear 
And | bids it 1 [ trickle 1| 1 fiom its | source — 

That | law pie|serves the | eailh a | sphere 
And | guides the | planets | 1 in then course 

1 In oidc-r to understand this at all you must first grant (whit I utterly 
deny) that a “long” syllabic requires a “long” vowel, and secondly (what 
I deny as strongly), that long c becomes a , and long o, aw 
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Now I am a blameful heathen, a/iovao<s in the narrower 
Platonic sense, though not ayewfierpriTO';, an outcast — but 
this sort of thing makes me seem to perceive the effect 
of the “ Old Hundredth,” and similar things, on people to 
whom the real prosodic scansion is as secondary, and 
almost as unfamiliar, as the musical is to me And I 
begin to understand a good deal about them 

John Thelwall, “ Citizen ” and elocutionist, appears, TheiwaiL 
for all his “ Citizen ’’-ship, to have been not a veiy bad and 
lather a clever fellow At any rate, he had some very 
good friends, and he seems to have had the sense to 
settle down from his early republican fredames to the 
comparatively innocuous, though not quite necessary, 
business of elocution - teaching But theie were two 
moments of his life at which, as it seems to me, he would 
have been “none the worse of a hanging” The first was 
when he made his celebrated joke about the head on the 
pot of poiter and that on kings and pnnces — a joke 
which, at the moment, had too much of the practical 
about it, and invited a piactical return The second was 
when, m 1812, he published his Illustrations of English 
Iihythmus by John Ihelivall, Esq [this “Esq” was suicly 
rank “ nicivism ”], Professor of the Science and Practice of 
Eloi ution 1 

I think I should have given him his deserts on both 
occasions had this been possible, and on the latter have 
followed the excellent principle of the mob in Julius 
Ccesar — that if he did not deserve to be torn in pieces 
for a conspirator, he did for his bad [scansion of] verses 

1 The hook seems to vary in the copies found, which is likely enough from 
the note on the title page — the full title is much longer than that given, 
winch is Lhe half- title — “ ios 6d , in boards Bound with duplicates, etc , 
for the use of the Pupils of Mr fhelw all’s Institution, One Guinea With 
MS quotations for the use of persons with Impediments, Twenty Guineas ” 

Mine seems to be a normal copy enough It consists of a body of selections 
in prose and verse — diversified from an ordinary anthology only by the 
marking of Lhe “ appoggiatur<p ” (see next page) with the short quantity mark, 
and an Introduction of seventy-two pages Once more, as in the case of 
Steele, whom Thelwall accepts almost implicitly, I am m hopeless discoid 
with my friend Mr Omond about lhelwall But I do not think it necessary 
to 11 fight a pri7e ” with him on the subject, as I think I can make myself 
clear in the text without it Guest was made amusingly unhappy by the 
44 appoggiatur# ” 
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I do not say that there is nothing redeeming in his 
Introduction, which, after all, is mainly a professional puff 
of his own methods with stammerers and “ stickit ” 
speakers of various kinds, and so to be pardoned He 
abuses all his forerunners except Steele, Odell, and 
Roe ( v inf), being not quite sure of Roe, and 
blusters about “jargon,” “ mistake of cadences,” etc 
But he starts with Steele's six cadences in a heroic line, ( 
which is utterly fatal to any pretensions to prosodic ear , 
insists on “ necessary progress from strong to weak ” 
(except in the Duck, which has no progress at all, it 
seems, and the Guitieapig, which has, as Mr Mantalini 
would say, a “ dernd ” progress from weak to strong), 
and finally lands himself in what shocks even Mr Omond 
— a promiscuity of “ cadences ” — six, seven, eight, or 
was Sie wunscktn That in his polemic with the accepted 
prosody of his earlier, and indeed of his later days, he 
has sometimes struck out true remarks — eg that iamb, 
trochee, and spondee can be really equivalent — I do not 
deny , and though his “ appoggiatura,” (plural " appog- 
giatur^’’ 1 ) for the extra or “elided” syllabic of a tri- 
syllabic foot, is superfluous in the singular and preposterous 
in the plural, the acknowledgment of its presence is 
something 

But, if only pede claudo, I must come to his scansions 
He begins, I have said, with the ordinary Steele-chopped 
unnaturalness of a syllable, four trochees and another 
syllable for a heroic line — a thing of itself enough to 
damn any prosodist But simple Icse-prosodie of this kind 
is never sufficient, and indeed never can be, for this kind 
of person Having no ear, he can permit his deafness 
any vagary. Here are some of those 1 which Thelwall 
does permit himself and it 

Arms and the | man I | sing | who | forced by | fate 

Hail | holy | light | offspnng of | heav’n first | born 


1 M Verrier’s ( v inf), which I have read since, sometimes remind me of 
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To | momentary | Consciousness a | woke 
Ajbominable | un|utterable j and ] worse 

He had a | fever | when he was in | Spam 

Now no one of these can possibly be accepted, a^ an 
even possible scansion, by any one who has any correct 
notion whatsoever of the rhythm of English speech 
'They are, one and all, heterogeneous bundles of un- 
related, unproportioned, unrhythmical doggerel — gasp- 
bursts of infinitely worse than prosaic non-metre, which 
could come naturally only to a man out of breath with 
violent running, or under the pressure of some more 
strange and unusual physical impediment They might 
come from one of Mr Thelwall’s worst twenty-guinea 
stammerers in his most grotesque paroxysms , though I 
never heard anything quite so bad The arrangement of 
such things in coherent and harmonious verse-paragraphs, 
stanzas, or combinations of any kind would be impossible 
you might as well regiment, and attempt to drill, a 
company of hopeless and fantastic cripples, no two of 
whom should have quite the same distortion It is 
perhaps not insignificant that Thelwall not merely adopts 
musical terminology, but devotes great attention to the 
physical side of voice-production Too much attention 
to either in prosody is almost uniformly dangerous , but 
I never knew the two combined without a hopeless break- 
down And these things of his are called “ cadences ” 1 
They have the cadence of a cart-load of bricks shot into 
a rubbish-pit , and those not bricks fresh and uniform 
from the brickyard, but chips or stuck -together lumps 
from a broken-down wall 

Richard Roe’s Principles of Rhythm both in Speech and Roe 
Music , especially as exhibited in the Mechanism of English 
Verse ( I 8 2 3 ), 1 is Steele filtered through Odell and rectified 
by Thelwall (who actually had to do with it), and very 
largely flavoured with the author’s own essences It is so 

1 He had written earlier on the subject, and published, in 1801, a book 
which has disappeared, but which must have been known to Thelwall ( v 
sup ) 
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intensely musical and phonetic that it is hardly within 
my range I go to my dentist when I wish (or do not 
wish) to have a “ mode of ascertaining the apertures of 
the teeth ” applied to me But I can take Roe some- 
times and find him of much value — not perhaps quite in 
his own way It is significant that he would like to get 
rid of rhyme — 01 keep it very much “ m its proper place,” 
It is moie so that he not only admits trisyllabic feet — 
that is the solace of the musical sin — but goes on to 
tetrasyllable, and would inflict on the luckless Milton such 
a scansion as 

Wallowing, us|wieldy, e|normous | in their | gait, 

which piosodically makes it a string-halting dactylic 

But a sentence worth a hundicd thousand is this 
“ I have not often met with a regular stanza in music, 
except in vocal music, inhere it genet ally results from an 
adhennee to the^ measure of the wouls" It would be 
absolutely impossible to have a clearer confession, from a 
moie competent witness, of the fact of the difference 
between music and prosody — of the fact that the 
“measure of the words” is something to which the 
“measure” of the notes may adhere or not, of the othci 
fact, that such an all-important prosodic thing as " stanza” 
(compare Mitford’s remark about “ rhyme,” and Roe’s 
own just-mentioned abhorrence of it) hardly exists m rebus 
musicis For these and other things, as well as for a 
ccitain "thoroughness,” I am obliged to Richard Roe 
But as a prosodic authority I cannot accept him at all , 
and I hope that when John Doe writes his little book on 
the subject it will be entirely different From this trinity 
of sectaries we may return to more isolated authors and 
books 

The curious Mctronanstonfjgj') of Dr John Warner 1 
is mainly concerned with the old dispute about classical 
accents, but brings in a good deal of English matter, 
though somewhat confusedly Warner, despite this con- 

1 Whose name, however, does not appear in it as author It is well 
worth reading. 
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fusion, and that semitone of persiflage which irritates some, 
has a great deal of sense in him, and might have gone far 
His plea for quantitative reading of Latin needs no urging 
on those who were lucky enough to be taught to do this 
half a century ago, but appears still to be a counsel of 
perfection to most Englishmen and all foreigners lie 
has some astonishingly acute and wide-ranging lemarks — 
es this (which knocks the phonetic-musical extravagances 
on the head at once) “ Every slight variation of sound 
is no more the same to every ear than is every slight 
shade of colour to every eye” And we must return to 
his immensely impoitant if (directly) wrong suggestion 
of scanning Homeric hexameters anapaestically with 
anacrusis 

Dean Herbert of Manchester is not a man to be Herbert 
spoken of lightly , for his verse, though not very readable 
(men who knew French must have repeated “Apifes 
XAttila, holi 1 ” with some relish in his case, for he wrote 
a long poem on the Hun), is correct enough, and he did 
various services to literature But his criticism of 
Mitford’s second edition (v tup vol n p 563) in the 
Edinburgh for July 1805 is of little value Much of it 
is merely phonetic, and therefore of no interest to us , 
and much more is on strictly classical metre In fact, 
though he treats his subject (who, be it remembered, was 
a wicked Tory) with even more than the usual Blue and 
Yellow dc haut en bus, he does not know a tithe of what 
Mitford knew on the matters of English verse, and his 
gcneialisations of accentual laws are of the usual hope- 
lessly arbitrary kind “ If a monosyllabic adjective and 
substantive aie joined, the substantive has acute and the 
adjective grave accent, unless the adjective be in antithesis” 
Chansons que tout cela 1 as the smallest experiment will 
prove, even if, which is going far, the existence of 
“acute” and “grave” accent in English be granted 
The reason of the blunder, of course, is that old and 
entirely baseless delusion (the origin of which I have in 
vain endeavoured to trace, unless it is some pseudo- 
classical analogy) that two acutes cannot come together 
VOL in M 
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without a pause I would undertake, if I had breath 
enough, to put two thousand together without one And 
fuither on he illustrates, rather more boldly, the other 
fallacy which is at the root of half the fantastic tricks 
played with English, especially with Miltonic, scansion, by 
laying it down that “ to,” “ the,” “ of,” etc , can never be 
accented The substitution of “emphasis” for "accent" 
might have saved a Dean from this blunder , for we may 
hope that the Very Rev the Hon William Herbert did 
not commit the vulgar error of slurring OF in certain 
clauses of the Nicene Creed, when he read or said it long 
afterwards in Manchester Cathedral 

One ought not, I suppose, to be too hard on Dr 
George Gregory, whose Letters on Literature appeared 
posthumously in 1 808 , but they certainly remind one of 
the irregular rhyme to his name in The Taming of the 
Shrew The book is a sort of “ Blair-turncd-into-a- 
Parcnts- Assisfant" wherein a devoted youth of the 
name of John is written to on Taste, Composition, etc 
The prosodic section may be not unfairly sampled by the 
statements that Hotspur’s speech to Blunt is a specimen 
of “ low colloquial poetry, impossible to distinguish from 
prosaic composition " , that “ the negligence of quantity 
often adds to beauty" , that Milton “is supported rather 
by the grandeur of his thoughts and language than 
by the harmony of his numbers”, and, at the end, that 
it is time to go to “higher” subjects than metre It 
would be interesting to know whether, if the young man 
named John ever produced, as most of us do, “low 
prosaic compositions," they were at all like the verses 
of William Shakespeare 

Southey's views on hexameters, and his practical 
illustration of them in the Vision of Judgment, attracted 
more serious notice than that contained in Byron’s clever 
and vulgar parody And some of this affects general 
prosodic questions, so that it should be taken here and 
not later The Edinburgh Review for July 1821 (vol 
xxxv pp , 143 sq) discounts its criticism by the frank 
animus of the opening diatribe against the Lauieate 
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“Effete,” “dotage,” “ deliration,” etc, are words too much 
in need of the old scornful caution 

As if a man should spit against the wind, etc 

But though the personal and political prejudice continues 
throughout, the critic does make a serious attempt to 
criticise the metre His criticism may be divided into 
two parts, or perhaps three his opinion on hexameters 
in English , his reasons for this , and his general prosodic 
theory As for the first, I cannot quarrel with him when 
he says that " the hexameter line, can never be made 
a legitimate English measure" But his reasons are weak 
They connect themselves with a general theory of English 
verse which is wholly, or almost wholly, in the gall of 
bitterness and the bond of iniquity We cannot have 
hexameters, because “ we do not in our verse depend on 
long and shoit, but on accented and unaccented syllables ” 
(he spars with Southey on the absence of spondees, but 
in reality seems to agree with him on this point more 
than he differs), and because we cannot count two unac- 
cented syllables as equal to one accented “ An accented 
syllable cannot be made up of two or twenty unaccented 
ones” Now this is undoubtedly true , but of course the 
question remains, “ Can what the accented syllable supplies 
to English verse be made up m this way ? ” He does not 
meet this question directly, because he has made up his 
mind that accent qua accent is the thing , but he evidently 
has it, as a familiar phiase goes, “in the tail of his eye” 
He understands what equivalence means, and is so very 
bold — not to say lash — as to cry it down in one of those 
interrogations which aie meant to outdo the strongest 
negation “ Is it true that in any known English metre 
it is possible to exchange two unaccented syllables for 
one that is accented — for instance, to substitute the word 
‘maintenance’ or ‘abstinence’ in place of ‘maintain’ 
or ‘ abstain ' ? Is there any ear to which these would 
appear equivalent?" I, of course, should answer “Yes” 
and “ Mine ” to these two questions, quite quietly and 
confidently as far as metre goes, though the substitution 


164 


THE ROMANTIC REVIVAL 


BOOK IX 


Tillbrook 


Crowe 


of noun for verb might be difficult grammatically, and an 
evident dolus lurks in the special and separate words 
selected. But our leviewer could not be expected to 
admit it, because he is sure that the e in “ feathery ” and 
“ watery ” is not pronounced, and thinks that in Pope’s 
famous line the “ curse on all laws ” has, among its other 
deleterious effects, that of “ crushing” them into an iamb 
The paper is an interesting one, because it shows Bysshtsm 
very much informed, but practically unaltered, a hundred 
and twenty years after Bysshe And, as I have hinted 
moie than once, I 3m not sure that, nearly a hundred 
years later still, this orthodoxy does not seem really 
orthodox to some people 

A year later Samuel Tillbrook, Fellow of Peterhouse, 
printed at Cambridge a small treatise, Historical and 
Critical Remarks on the Modern Hexametnsts and upon 
Mr Southey's “ Vision of Judgment ,” in which he makes 
an indirect but dignified and scholarly protest against 
the Edinburgh' s Billingsgate. He does more , for he 
shows an acquaintance with the Elizabethan hexametnsts, 
and prosodists generally, which is quite surprising and 
extremely creditable, But he does not like the measure 
any better than the reviewer did, though perhaps his 
reason — the abundance of monosyllables in English, — 
despite its nobler ancestry and precedent, is not much 
stronger I do not myself see why monosyllables of 
themselves are anti-hexametncal any more than they are 
(in the reality of Mr Pope’s practice, though not in his 
theory) anti-heroic That the real fault is that English 
tvill “ tip up ’’ its dactyls into anapecsts does not seem to 
have occurred either to the Fellow of Peterhouse or to 
the reviewer in the “ Blue and Yellow” Indeed I do not 
know any prosodist who has given the fact its full im- 
portance, though Campion “ gave a lead ” to the discovery 
three centuiies ago, and though that odd person, Dr 
John Warner (v sup), had “glimpsed the panther” before 
the end of the eighteenth century 

The Treatise of English Versification (1827), written 
in his old age by the Rev. William Crowe, Public Orator 
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at Oxford and author of Lewesdon Hill — a harmless pro- 
tuberance, but scarcely to be entered for competition with 
“Cooper's” "Grongar,” “ Strawberry and the others — is 
a very nicely arranged little book If you could do with 
a book as you do with a bottle or a canister— empty out 
the contents and keep the form — I should like to do this 
with it and fill »t with my own notions. His appear to 
me hopelessly bornts , as mine would no doubt seem to 
him wildly anarchic He tries, for instance, to systematise 
and generalise " combinations,” that is to say, stanzas of 
no strict conespondence in verse-length, but “cuttit and 
broken” One of his injustice -decreeing and beauty- 
spoiling laws is that a very short line must not follow a 
very long one- — which, of course, disqualifies many of the 
most delightful seventeenth-century and nineteenth-century 
adjustments And what poem would the reader select bo 
fit the following description ? — “ It would not be easy to 
frame anything more different from what it ought to be 
than the combination of short measures, double rhymes, 
and false thoughts in . .” 

A fresh and independent paragraph must be consecrated 
to the answer This falsely thought and impiopcily 
combined piece is one of the most exquisitely pathetic, 
and at the same time most exquisitely executed, things in 
English — Hen Jonson’s Epitaph on Salathiel Pavy, part 
of which adorns p 156 of our second volume, and the 
piosody of which is pure honey blended with the pure 
nectar of poetry 

It is not wonderful that Crowe thought contemporary 
poetry "slovenly,” and it is probable that he thought the 
Greek Anthology false wit and doubtful verse But he 
was evidently a good old man, and perhaps it is only the 
grace of God that makes one different from him in 
prosodic view 

Some persons of a ceitain traditional repute, but little Some others— 
real importance, may now be grouped together Payne Paj,ne Knlght 
Knight in his Analytical Enquiry into the Principles of 
Taste, 1805, is a capital example of the off-hand shallow- 
ness with which our subject has so often been, and is so 
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often, treated. Milton “has left more uncouth and in- 
harmonious verses than any other poet of eminence ” 
People who discover melody in him are “ as extraordinary 
anomalies as any of those they admire” Knight ap- 
parently desiderates mere “ regularity ” , which is all the 
odder, because, as is well known, his general theory of 
aesthetic rests on the principle that “ all unvaried continuity 
tires,” on the charm of “ unexpectedness,” etc But just 
as people sing what is not worth saying, so it would seern 
that they expend on the art of singing in words all the 
inattentive and presumptuous folly that can be spared 
from more fortunate subjects — One would not perhaps 
expect much good on English verse from John Carey, 
the industrious and not useless compiler of the commonest 
Gradui ad Parnaisum, the editor of many classics, the 
manufacturer of “ cribs ” and “ keys ” innumerable, and the 
“ improver ” of Dryden’s Virgil in a most tiresome and 
unjustifiable fashion Nor does one get much He is 
Bysshicr than Bysshe English poetry is "entirely 
regulated by number and accent of syllables ” He thinks 
that the beautiful common measure with catalectic first 
and third “ would not be worthy of notice if it had not 
been adopted by some polished writers ” Rhyme is once 
more “ a meretricious ornament of barbarous origin ” “ We 
do not pronounce ‘murmuring’ as thiee syllables,” which 
means that we deprive the onomatopoeia of all its value 
But “ on very rare occasions ” — the italics are his own — 
a real trisyllabic foot may be good 

On the other hand, a few noteworthy general points 
may be picked out here from the generally negligible 
or postpomble hexametrists The eccentricities of which 
they can be capable when they are musicians are well 
shown by no less a person than Hookham Ereic As 
a prosodic practitioner, the part author of the Anti- 
Jacobin, the author in entirety of the work of “ Whistle- 
craft," and the translator of Aristophanes, needs neither 
excuse nor allowance , and his notion of an extra 
initial syllable in the English hexameter need not shock 
those who regard that metre as, in reality, a mere 
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“ rickle ” of anapaests But when he tells us that the said 
English hexameter has six “ bars ” and the heroic 11 two 
bars and a half” the old despair comes upon the non- 
musical reader Another somewhat eccentric practitioner 
and theorist of this tribe is James Blundell, who in 1838 
(the year of Guest) printed, in a very handsome quarto, 
Hexamctiical Experiments in translation of Virgil’s Eclogues , 
with copious introduction and notes He betters Frcre 
by suggesting redundant syllables anywhere, and, like him, 
produces tolerable go-as-you-please anapeestasters But the 
most interesting thing about him is that he postulates, in 
addition to long, short, and cofnmon, a new quantity, 
“ doubles hort,” and that this when examined is found to 
be a relic of the old “ apostrophation ” or " elision,” the 
syllables in question being such as the 1 in "radzant" 
and the c in “ awakening," in other words, Thelwall’s 
“ appoggiatuirte ” Unfortunately this leads him to im- 
possible feet which he calls tribrach- and polybrach- 
dactyls, such as 

Echoing rc | sound 

and 

Im|measurable ajbyss 

— things which no doubt can be "crushed ” into some sort 
of feet, but only into such as those of Chinese ladies 

It will have been seen that the piosodic work of the 
very last years of the eighteenth century and the first 
forty (postponing Guest) of the nineteenth — the period 
corresponding roughly to that between the appearance of 
the Lyiical Ballads and the close of the first great poetical 
procession ushered by that appearance — is by no means 
inconsiderable in bulk 1 But the consideration which it 
deserves — at least according to the view of the subject 
taken in this book — shrivels uncomfortably when we 
come to analyse and estimate It is true that the interest 
in the matter which, as we saw, distinguished the middle 
and later eighteenth still exists, and that, to a certain 
extent at any rate, there is continuous study of the subject 

1 Some ekings of it, ind much more discussion III 01 1 hive given, will be 
found m Mr Omond, opp cti 
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But this continuity, though to be found in two or even 
three different directions of sequence, is for the most part 
vicious or futile It exists among the musical gnostics 
(as we may call them) of prosody, with their three or six 
or eight bars in a heroic line It exists among the sand- 
rope twisters and ploughers of the sea, who pursue the 
endless and hopeless battle of accent and quantity It 
exists, in a certain sense, among those who, though as 
different in tone and tcmpei as the Edinburgh Reviewer of 
Southey and the Oxford Public Orator, hold to the pseudo- 
orthodoxy of which Bysshe is the true, though mostly 
unacknowledged, piophet But of all these things it 
may be said that they are not, and except by accident 
cannot come to, good A very large part of the prosodic 
interest of the tune, moreover, is devoted to a single question, 
that of the English hexameter, which, though it certainly 
does belong to the subject, had much better never have 
done so 

Of the tiue prosodic process — exploration of the 
whole course of English poetry and submissive inter- 
pretation of the lessons thcicof — hardly any one of these 
waters seems to have the slightest idea , and when an 
earliei prosodist, Mitford, leturns to his work in their 
own time and impioves it in this direction, they either 
pay no attention to this part of his book or, like Herbert, 
majestically snub him foi it Perhaps it was impossible 
that the increasing knowledge of the subject which 
Warton, Headley, Ellis, and others had given should be 
quite without effect — they do show something a little 
beyond the blank ignorance of facts and history which 
had distinguished complacent theonseis like Steele and 
Young But if they know a little more, then extra 
knowledge does them no good On the contrary, a 
man like Crowe, who is himself in a way du ml tier — a 
scholar too, and, greatest wonder of all, an amiable 
scholar, — avails himself of his knowledge of the exquisite, 
and prosodically exquisite, lyrics of Ben and Donne only 
to blaspheme them 

They were contemporary with a new poetic-prosodic 
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movement almost or quite as important as that of 1580- 
1660 itself, but they either took no notice of it, or 
passed it by on the other side, or sneered at it as modern 
or slovenly, or paid strict attention to its actual “ freaks,” 
such as the hexametrical extravagation It is evident, 
however, that most of them were not much otherwise 
minded towards Southey's good lyrical prosody, and that 
of his poetically greater successors, than towards his bad 
hexameters The Quartit/y on Keats’s heroics, the Edin- 
burgh earlier on Scott’s octosyllables, others up to the 
early — and not so very early — reviewers of Tennyson, 
are all evidently under a sort of spell They cannot see 
the sweep and fluctuance of the light white sea-mew, the 
crouch and curve and spring of the sleek black panthcress 
Roth animals are to them articulated skeletons merely, 
and the bones do not rank and clank in the proper order 
and with the expected rattle of regularity From Mitford’s 
second edition m 1804 to Guest’s work m 1838 there is 
not a single book that seems to me to be of the slightest 
interest or value except historically I and my kind 
must read them , and to us they have both interest and 
importance, though, no doubt, these will vary, in nature 
and measuie most remarkably, accoiding to the individual’s 
reading and his views I have given indications of them 
distinct enough, and (to my thinking) charactensations 
of Lhem full enough, to enable any inquner to find them, 
and to give him at least some notion whether they arc 
worth finding or not Rut if any save a specialising 
student of a rather unusual kind were to ask me, “ Ought 
I to read these men ? ” I should reply, “ Unless you have 
exhausted everything else up to the year 1 900, except 
works on the cuircncy and on Ribhcal criticism — no 1 ” 
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In the present Intcrchaptcr we have not, as we had in 
some or most, if not eJI former ones, to collect and sum 
up the evidences of one or more important developments 
of a definite kind — the progressive constitution of rhythm 
up to Chaucer , its emphasising and regimenting by him , 
the break-up under his successors, and the restoration by 
Spenser and his contemporaries , the rise of blank verse, 
its decay in drama, and its reorganisation as a non- 
dramatic form by Milton , the battle of the couplets and 
the victory of the enclosed form , its tyranny, and the 
gathering evasions of it and opposition to it These 
stages are past each of the progressive and constructive 
ones has left its gam, and each of the retrograde and 
destructive intervals its warning, for good and all 

Now, things are different We have not seen in this 
last Book' — we shall not sec in the present volume — any 
definite advance, in English prosody such as is maikcd by 
the diffeicnt metres of Chaucer and Spenser, by the 
blank verse of Shakespeare and Milton, by the couplet of 
Dryden and Pope And most certainly we shall not see 
what not merely the Quarterly Reviewer of Endymion in 
I 8 1 8 , and Guest twenty years later, but even Coleridge, 
in ccnsunng the early prosody of Tennyson, thought he 
saw — a dcbftcle and dissolution of prosodic well-being, such 
as prevailed wholly in the fifteenth century, and partially 
in the seventeenth Even the discredited couplet is not 
so much dethroned as established on its own special 
throne with others round it — reduced to its pioper 
functions But the theoretical and arbitrary principles 
on which the domination of that couplet had been based 
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disappear utterly as guides of practice, though for some 
time they may be cherished, may indeed never be wholly 
abandoned, by certain preceptists 

It can hardly be improper to try to separate, and put 
before the reader, some of the general revolutions in 
prosodic practice which display themselves in this great 
change The most important of all, according to the 
views of the present treatise — the most important, I 
should think, according to all views, though it may be 
regarded with different feelings by those who hold them 
— is the p ractical abolition of Ijhe strict syllabic theory , 
and t he admission of Substitution and Kquivalpnrn We 
saw ' — not in the non-extant text, but in Southey’s 
scornful and explicit reply — Wynn’s affirmation of the 
older principle before the eighteenth century closed , we 
have seen the Edinbui gh Reviewer’s reaffirmation of it 
when the nineteenth was well established But the 
practice — and in the rather rare cases where they 
theonscd, the theory — of almost all poets was against it, 
even though old habit might be so strong that they 
sometimes unnecessarily “ apostrophated ” words to suit 
the older notion Southey, as we have said, had plumply 
denied any fault, and summoned Milton as lus compur- 
gator , Coleridge’s cuuous Cfnistabel Preface, in whatever 
fashion, dncctly abiogated the prohibition The practice, 
if not the theory, of Scott and Byron w r as identical with 
that of Coleridge Wordsworth was writing, if not 
publishing — 

Reverence was due to a be ing thus employed 

{Prel 265), 

and little of a prosodic innovator as he was, was ceitamly 
not intending it to be printed or read — 

Rev’rcncc was due t’a being thus employed ' 

There could be no doubt in any one’s mind what was the 
system of Shelley or of Keats, howevci little authority he 
might attach to that system And so with all, both great 

1 V sup pp 49, 50 
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and small — the doctrine of strict syllabic uniformity was 
being told, by almost every volume of veise that issued 
from the press with any sign of youth or vigour, that 
“ ’twas time for it to go ” 

The second intruder that received notice to quit from 
the practice of this quarter of a centuiy was the doctrine 
of the prima cy of ce rtai n lines and combinatio ns of lines, 
and the restriction of „ the. -leas. I ared- ones to 

certain subjects As we have seen, some seventeenth and 
eighteenth-century opinion had held, not merely that the 
decasyllable did absolutely overtop and ovei shadow every 
other line, and the decasyllabic couplet every other com- 
bination, but that beside it and the octosyllable, with the 
extension of the one by redundance and the curtailing of 
the other to sevens, hardly anything else needed to be 
taken into account Fvw, indeed, reached this extrava- 
gance Prior had early secured a pnvilegium for the 
anapxst , and " common measuie ,” “Jong measure,” 
romance-sixes, Pindarics, and a few others were tolerated 
for special purposes Spenserian imitation was at least half 
burlesque , and no serious poem of any importance in the 
measure can be cited except the Castle of Indolence (not 
wholly serious) and 7 he Minstrel (not of much importance). 
Now, all this was again changed People wrote long and 
senous narrative poems in continuous octosyllables, in 
rhymeless Pindarics, in Spenserians, many and every measure 
that they chose to employ — some at least of these requir- 
ing lines quite outside the old “ customs regulations ” And 
in lyric — which was assuming greater and greater import- 
ance With every new poet of the major clans who 
appeared — the notion of a few limited forms had dis- 
appeared from the poetic mind Verily might it be said, 
transferring to prosody one of the sentences of one of the 
greatest passages of English prose, “ In the fabric of 
habit which they had so laboriously built for themselves 
mankind were to xeinain no longer ” 

And as this fabric broke and crumbled undei the 
pressure of .the ne w poe_ try, fresh 'Seams and blocks of 
wall were perpetually |omingtfig ~~TT35h T he stu dy of 
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Milton and of Shakespeare — who, as it has been said, are 
between them really sufficient to destroy all prosodic 
error — was upsetting tb^Hoctrine of the centripetal pause , 
the last stand for which was just about to Tie made, 
though on giounds which would have been to Bysshe a 
stumbling-block and to Johnson foolishness, at the very 
close of our sub-period, by Guest The prohibition, or at 
least the anxious and n mgerlv a llowance of “ wrenched 
accent,” "inverted stress/’ or whatever it be called, was, 
also being swept away by these two irresistible influences. 
We have heard the Quarterly Reviewer’s cry of scandal- 
ised indignation at the absence of “ a complete thought 
in a complete couplet”, ten years after he wiote — nay, 
almost at the time when he was writing — hardly any»i 
younger poet would have hesitated for one moment at 
enjambincnt whenever it seemed good to him, either as $. 
continuous or as an occasional instrument The unreason-' 
ing exaltation of rhyme which the eighteenth centuiy 1 
had seen, while restricting it to less than half its powers, 
had provoked an attack of that rhymclcss measles which 
comes now and then in the centuries But by 1820 
or thereabouts both had settled into the only reasonable 
attitude of mind on the subject — that rhyme is good and 
that blank veise is good, “as the ippovifios may deter- 
mine ” — as the sensible and responsible poet shall decide, 
according to his occasions and necessities 

The result is that, as was pointed out in the preceding 
chapter, the preceptist work of the period may be, unless 
as a matter of duty, almost wholly neglected Except as 
regards the historical part of Mitford, and a little of that 
"battle of the hexameter” which we mainly postpone, 
these writers mai non fur vivi — they were not alive them- 
selves to the actual life of prosody, and they had nothing 
to do with it 

- fr /But that life itself was intensfe, b u rnTng,’’ va'rTedT" as 
hafdly ever before Almost every poet — with scarcely 

1 I am obliged here Lo state the case slrongly , but I may refer to my 
actual treatment of eighteenth century poetry to show that I hive no uncritical 
contempt for it I am glad that sonic of those who know it best and esteem 
it most highly have acknowledged my treatment to be not unfur 
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the exception of survivals like Crabbe and Rogers, nay, 
with perhaps only the exception of the latter among men 
of any mark — was consciously or unconsciously ransack- 
ing the stores of the older English poetry for models to 
follow or to vary, for principles to fortify and to guide 
him We have Coleridge saying and doing the truest of 
things though he may call them by the wrongest of 
names , we have the sober Wordsworth almost pirouetting 
(not, it must be confessed, to advantage) in the middle of 
his most solemn and enthusiastic chant And, most 
important and instructive of all, we have in Shelley and 
in Keats two absolutely capital examples, of the poet to 
whom this new-old variety comes almost as a matter of 
inspiration or intuition, and of the poet who attains it by 
hard, constant, backward -and-forward study of patterns 
We get a man like Southey — who has been steeped m 
English poetry almost from his ciadle, and certainly since 
he was breeched — fearlessly asserting the great law of 
equivalence as well as practising it, and appealing to 
precedent for his authority , and we get a man like 
Byron — who actually pretends to prefer eighteenth-century 
manners and modes — stumbling upon a real modern in- 
vention, though starting from ancient lines, in the“Haidde ” 
garden-song Everywhere in the eighteenth century, 
though wc were not unfair to what we found there, we 
found uniformity, neglect and indeed prohibition of 
experiment, blindness to the lessons and the achievements 
of the^ past Everywhere in the early nineteenth we 
find variety, audacious, tentative, eager discipleship, and 
fresh striking out in the lines of ~ fKe ' great' ~poets~oT~tha t 
past 

But, in addition to all this, innovations, or rather 
restorations, ' of a chaiacter almost as important- for 
prosody, and of a more insidiously pervading though 
less obvious kind, were being made in "Diction It has 
been pointed out that though WordswortlPwas hopelessly 
wrong in his argument against poetic diction in g enera l, 
he was quite right in his objection to^ the _partietriar- 
poetic diction oj jha-eightmjth century, with its eccentric 
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and contradictory blend of false dignit y, arbitrary selection. 
object ion to archaism eve n of t he best kind, and yet m ain- 
tenance of a iocqco jargon which was emphatically “ no 
language” It has also been noted in passing that the 
'Sfyua/ tcrly man is almost more severe on Keats’s diction 
than on his verse or the conduct of his theme , and that, 
though Keats was undoubtedly vulnerable on this head, 
the Quarterly objections are directed at least as much to 
excellent things as to things- not so excellent The fact 
was that the practice — must it be repeated once more 
that the various degrees of consciousness in this practice 
do not matter at all ? — of all important poets tended to 
the breaking down of arbitrary restrictions, the removal 
of capricious preferences, the, throwing- open of the 
immense tieasuries of actual English vocabulary to the 
poet, and the permission to increase them, if he could, 
with his own coinag^and manufacture A side-truth 
of Wordsworth’s false theory was that no word was 
necessarily too low or familiar fo.r poetry. unless it neccs-j 
sarily comported ludicrous associations that no word 
was Too'liigh or remote for it unless it was really un- 
mipUigible , that native and foreign, ancient and -modern, 
technicality, and even (as in Shakespeaie. often) some 
kifids of jargon, might be chosen by the spirit of poetry 
to express wor - k^ of - th e G od the reof The 

poet had had to clothe and tinc ture Ins t houg htjqth a 
vocabulary of drab §tu,GCO-, he was now re-endowed with 
the power of investiture in mosaic,^ gems, and in enamel 
of molten porcelain and gold ~ f' 

In a connection rather causal than merely coincident 
with these great changes, enormously increased duty was 
laid on prosody in carrying out the two new aim s, of 
increased appeal to audible . and, nsua l effect, which have 
distinguished nineteenth-century verse, and in promoting 
that great return to lyric, that substifution^of _the short 
poem for the long, winch has been anot he r distin ctive 
feature of it The memorable encomium of the younger 
Pitt on The Lay of the Last Mmstril — that it contained* 
effects at which he could have conceived a painter aiming, 
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but never before a poet 1 — might have been matched 
— perhaps was, though I do not remember any single 
passage or expression as memorable — on the other side. 

I The Ancient Mariner and some other things of Coleridge, 

\ still more numerous ones of Keats and Shelley, and even 
1 of some minors, contain things that one familiar only, or 
mainly, with eighteenth-century verse might have con- 
ceived a musiciaj^aimin^ at x but never a poet It was,^ 
of course, and it is open to a stickler for precise sepaiation 
of arts to contend that this is the vice of nietab asis , that 
each art ought to keep to itself and its own weapons 
To fight out that battle here would be improper, thoug^ 
there are probably few readers who require to be told on 
which side I should range my humble pugnacities But 
it is relevant, if it be hardly necessary, to point out again 
how powerfully prosody can, and did, contribute to the 
attainment of these new or, in their measure, increased 
aims In the appeal to the ear, verifi cati on and diction 
together take practically the entire work upon themselves , 
in the appeal to the eye, diction hii_d~large_part, and 
even pure versification not a small I do not lefer to the 
look of the poem on the page, but to the assistance given 
to visualising by the division and adjustment of the lines 
as they strike the mind 

Still more important, and more direct, was the share of 
prosody in the resurrection of lyne, tirrd in- the provision 
of something like a second hundred years in which the 
English Muse once more outsang all others, except her 
eldest sisters in the flashing palaces and through the 
solitary nights 2 by the Ionian sea, or round the altar of 
the theatre at Athens I read recently an egiegious 
German critic who told us that English lyric was mainly 
prose — it is true that he tolcLus -at- the -same tune that 


1 His father’s favourite Spenser might have taught him better 

In Poet’s wit that passeth Painter farre 
In picturing 

[L Q III Introd 1 ) 

2 For where does the echo of fia.pfia.Lpei 5£ fityas 56/xos and lyw fi6va 
/care 05(i> and dfipdTuv 5 ev a;^Wair "E pptnracr ’A <ppo5iTa revive, asm the choruses 
of Prometheus Uaihouud , and the “Naples.” stanzas, and the cadences of La 
Belle Dat/u sans Alerci ? 
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there was jio_deveJopjiieaL oLxharacier m -Jane Austen, 
and that her personagesj^gn^Jlt^pical " Heaven forbid 
that I should speak evil of the better German lyre, for a 
lifelong familiarity with it, and something like a know- 
ledge by heart of the Buck der Lieder and the Roman - 
zero , would paralyse my tongue if I were to dare so to 
blaspheme But there is no doubt that, on the whole, it 
tends rather to lullejn y if not to lallen, to simple crooning 
melodies that touch the heart but do not fire the brain 
with artistic rapture, like— the- 1 1 high c i — TTTCod ” of our 
Elizabethans and Carolines, or of those about Shelley 
and their successors The removaj of that strange 
delusion, apparent in more than one eighteenth-century 
preceptist, as well as in the whole practice of the penod, 
and as we have seen curiously reiterated by Crowe in 
theory, after it had been broken to pieces in practice, — 
the delusion of reproving lengthenings and shortenings of 
lines and complicated twistings of rhyme — had made 
the more elaborate and trlumpRafft symphonies once more 
possible. And the possibility was eagerly seized upon 
in every shape and form, for every purpose and depart- 
ment, from the unrhymed nairative Pindaric of Thalaba, 
which only wanted a little more afflatus , to the choric 
and melic parts of Prometheus Unbound, which wanted 
nothing that poetry could give them , from the ballad of 
The Ancient Mariner and the snatch of “The Knight’s 
Tomb ” to the ineffable harmonies of Keats’s minor pieces 
and the strange irresponsible inspirations of Beddocs 
To those to whom these things seem prose let them 
be prose 

As in the case of the divisions of the great period to 
which we have compared our present subject, the com- 
partments here run much into one another generally , 
and our Interchapters and (when it comes) our Conclusion 
will have, in the same way, to be complementary of each 
other rather than merely cumulative, tallies rather than 
simple addition In the thirty years or a little more 
which we have been specially surveying (taking Chapter I. 
of the present Book as a sort of antechamber) the lines 
VOL ill N 
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of the prosodic, as of the general poetic, development of 
the century were pretty firmly laid Nor were they 
merely lines rebellious or negative — mere destruction of 
those previously accepted, mere proclamation of anarchy 
In the new-old prosody it was by no means a case of 
Fay ce que voudras , but only of Fay ce que pourras The 
lines of prohibition were, in fact, more rigid than ever, 
because they were real and not arbitrary If you might 
not do a thing, it was not because Dick had not done it, 
and Tom had looked on it with disfavour, and Harry had 
pronounced it contrary to all the rules , but because it 
did not make harnionious verse If you might do it, it 
was not because even Shakespeare or Milton had done 
it — though their practice was a pretty sure stronghold, 
and their authority a mighty ward and weapon — but 
because it did make harmonious verse And if any one 
says, as is still sometimes and was often said, “ But who is 
to be the judge of harmony ? ” I conceive (I hope with- 
out fatuity) that the question has been answered We 
have seen what is implied in Pope’s piefcrcnce for the 
line about the Tanais, we have seen that continual, if 
timid, protests were made against aibitrary restrictions 
during the very heart of the eighteenth century itself, 
we have seen how men were constiained to accommodate 
their preceptist objections to the practice of Milton and 
Shakespeare (to whom they all paid lip-worship more or 
less) by all manner of inconsistent explanations and 
devices 

The fact is that this prosodic ^fthodoxy of the 
eighteenth century was not a real thing at all that it 
depended on a vicious circle of induction fi cun arbitrarily 
selected instances, and practice which was made in its 
turn to corroborate that imperfect induction , that at the 
touch of anything^ like real study nf the_.iidiole T -ar_&K£n a 
large part, of English poetry, it vanis.hed a-way, like.The 
evil things of romance at the Jalow. of a_ virt uou s sword or 
spear, at the presentation of a holy shield That the 
inevitable “dram of "Bale 77 should "show itself in the shape 
of some loose and sldj5py_ verse, of some mawkish and 
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silly and affected diction, could not be helped But tlie 
preceding”penod had not been saved by its “rules” from 
such admixtuie And in this case the evil element did 
nothing of the noble substance to its own scandal Even 
in the same poet it is only the reader whose mind is un- 
provided with even the least critical sieve who cannot 
separate Keats’s imperfections from his perfections, while,/ 
in separate poets, the twaddle and the tinkle of Haynes 
Bayly have no more to do with Shelley’s divine 
harmonics and perfect phrase than if they Tiad been 
written in another universe during another .ton It is 
simply that the career is open to the talents, and that 
the talents are ready for the career. 
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CHAPTER I 


TENNYSON AND DROWNING 

Tennyson the Poems by Two Brother': and other cti 1 1 cst work — 
7 tmlnntoo and The Lovtps 1 ale — 7 fie volumes of 1S30 and 
1832 — “ Claribel ” — The “ Hollyhock ” song^“ 'I he I’oet ” and 
the decasyllabic quatrain — The “ Palace ” and “ Dream ’ slan7as 
— The “ Dying Swan ” — “ 1 he Lady of Shalotl “ Qmone " 
— The “ Lotos-Eateis ” — “ The Vision of Stn ” — 11 St Simeon 
Styhtes " — “Love and Duty ” “ Morte d Arthur ” and 

“Ulysses” — The Prvuess — In Mcnwnam — The Wellington 
ode — Maud — “The Voyage,” etc — The anapasstics of the 
Ballads — The later blank verse— The dramas — Browning The 
common mistake about him — His early blink verse Pauline — 
And couplet ParaicUus and Sordcllo — The later form not 
incoirect, but admitting the highest excellcm 0 with difficulty — 
His octosyllables — II is salvation by lyric — Miscellaneous ex- 
amples — “Love among the Rums” — “The Last Ride To- 
gether” — “In a Gondola” — More misccll, tines — “ Chiltlc 
Rol md ” — Dramati r Persona ; — “James Lee[’s Wife]” — “ Abt 
Vogler” — “ Rabbi Ben E/ra ’’—The later books — hjme ill the 
Fan —The last varieties 

In taking the subjects of this chapter together, something 
more ts aimed at than a mere convenient allowance of 
quantity, something inoie even has been taken into con- 
sideration than the fact that, for some sixty years, the 
two poets were co ntemporary and complementary as 
re presenta tives of Englis h poet ry^ The perhaps natural 
but always regrettable tendency to make a cockpit of^ 
literature, and to set poets to fight a mairr\vith each 
other, has made it customary to regard Tennyson and 
Browning as oppo si tes in all resp ects, and perhaps 
speci ally m prosod y The fact is quite different, and I 
iRjp'tTTO Httow it But it will, all the same, be better to 
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keep the initial surveys of their actual prosodic accom- 
plishment separate 1 

Tennyson For that of Tennyson it is naturally, except for the 

'rtfnZlh/rs sa ^ e completeness and curiosity, vain to look in 
and other Poems by Two Brothers We see there the general 

earliest work p rosoc j lc improvement which has been noted in the last 
Book, and which was practically inevitable , but nothing 
Timbuctoo and niore 2 It is rather different with Timbuctoo and The 
Taie lJn,r J Lover’s Tale Scott and Byron and Moore had been 

almost the only influences noticeable in the first book 
They are now not only not supreme — they have almost 
disappeared, their places being taken, perhaps by Shelley 
to some extent (though Shelley was never Tennyson’s 
, special master), certainly by Keats The blank verse of 
Timbuctoo is hardly in the least like the magnificent medium 
‘ t with which, in “Ulysses” and the “ Morte d’Arthur," 
^the poet was, a dozen years later, to give practically the 
jlast very great and distinct phase of the form that we 
have seen It is not even like the “blanks” of the 
volumes of 1830 and 1832, which already, especially in 
Glnone, foreshadow this magnificence It is partly an 
^.ccho of Milton direct , partly one transmitted perhaps 
through Wordsworth, but more probably_th rough Alas/or 
and Hy per um That of The Lover’s Tale is a much 

greater advance towards the later form, the peculiai and 
entirely novel shaping of versb- pafagraphp anrf of vctfc- 
clauses and sentences withm it, being - quite Treble in the 

1 For the fulness of the treatment I do not think it necessary lo make any 
apolopy in these two the whole later prosody of English has, in a manner, 
its exercising ground and typical museum 

2 It is cuiinus to see how little the future master of harmonies could do 
with a rate one when he got it In 

I wander in darkness and sorrow, 

Alfred has actually taken the measure of 
- I enter thy garden of roses , 

but he cannot wake its music in the least The. slovenly leaving of the odd 
lines un rhymed, noted above as veiy common at Lius time, throws away the 
major part of the dunce, while it is only now and then that he even keeps the 
redund nice We could not have a beltei lesson, remembering what, in a 
few years, he will make out of the old quatrain in the “ Palace of Art ” and 
the “Dream of Fair Women,” and what Praed, at the very moment, was 
doing with this very measure 
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light of the later achievement, though perhaps not so 
easily discerned without the help of that light. With 
that help the peculiar contour of such a passage as this, 
which, as usual, I take almost at random, can hardly be 
missed . 

Gleams of the water-circles as they broke, 

Flickered like dAn htful smiles ahnnt her lips, 

Quivered a flying gloiy on her hair, 

Leapt like a passing thought across her eyes , 

And mine, with one that will not pass till earth 
And heaven pass too, dwelt on my heaven — a face 
Most starry fair, but kindled from within 
As ’twere with dawn 

It will be observed that the phrase starts admirably, that 
the contrast of the “ single-moulded ” form of the opening 
and the run-on close is admirable too, but that it does not 
actually finish quite so well 

With the two famous little volumes of 1830 and The volumes 
1832-1833 that founded the last new dynasty (up to “g^ 30 and 
the present moment) of English poetry, it is altogether 
different The poet, though he has retained the general 
inspiration — especially of Keats, — h as ceased e ntirely to 
Jaean imitator in respect of metre , and he develops his 
genTus~Ior~this with -a. blend of variety and individuality 
that I cannot remember ^n the opening volumes of any 
poet before him It may indeed be suspected that the 
novelty and vanety of the me trical forms in these book s 
gave one main reason for the disfavour or neglect with 
which they were received , though it has long been 
admitted, by everybody whose opinion is of importance, 
that the blemishes in them were enough to set the whole 
pack of blemish -hunters — critics then were too often 
little else — on their tiack in full cry When I find 
Coleridge himself, 1 the author of the A?icicnt Maritier and 
Chmtabel, saying that “ Tennyson’s mis fortune is, he has 
begun to write ve rses without very well understanding 
wha t metie is," and confessing, “lean hardly scan som e 
of* his vers es ” , when I remember that, even twenty years 

1 Table Talk (cd Ashe, London, 1 888 ), p 214 Of course this is, once 
more, “what the soldier,” or the son-m law, “[lays he\ said ” But theie 
seems to be no reason for distiusting it 
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later, William Smith, the author of Thotndale, said, 1 of 
that exquisite and truly English song “ A spirit haun ts 
the year’s last hou rs” “ What metre, G reek o£ Roman, 
Russian or Chinese, it was intended to imitate we have 
no care to inquiry the man was writing English and 
had no justifiable pretence foiL_torturing our ears with 
verge like this”, — I confess that a great awe falls upon 
me Almost these passages persuade me to give up 
saying anything about prosody at all — till I remember 
further that Coleridge certainly did not know much of 
any English poetry before the sixteenth century , that 
Smith probably knew little, except Shakespeare and 
Milton before the late seventeenth , and that so the keys 
of purgation fiom such errors as these were partly with- 
held from them 

From our special point of view, the originals, “young” 
and faulty as they arc, seem scarcely less remarkable than 
the forms which they afterwards took, as a result of one of 
the greatest exercises of self-denying criticism that poet 
ever went through 2 The extraordinary slips of taste 
that maired the close of the “Lady of Shalott,” the 
“ Gioves-of-RIarncy " stanzas of the “ Palace of Art,” the 
eccentric balloon-prelude of the “ Dream of Fair Women,” 
arc altogether outside the jurisdiction of this court , 
Prosody has no black mark, if she has no prize, for the 
unlucky “ Darling Room,” and the later and better but 
certainly not indispensable “ Skipping Rope ” A very 
few improvements were indeed made in this direction , 
but, on the other hand, not a few things alteied or 
omitted had, to the full or in a very high dcgicc, the 
marvellous magic of the versification of the new poet 
It may be very seriously questioned whether there is any 
difference, save that of mere polish, between the two 
earlier volumes and the great collection of 1842, in poetic 
qualities of any kind Those who regard as Tennyson’s 
masterpieces such things as the “ May Queen ” may be 

1 Blcukwooa's Magazine ^ April 1849 

2 Theic has been, for some years, no difficulty in making the comparison, 
thanks to the late Professor Churton Collins’s edition of the Eaily Poems 
with the variants (London, 1900) 



CHAP I 


TENNYSON AND BROWNING 


187 


shocked or scornful at this , though, after all, their 
respectable and amiable but feeble favourite appeared in 
1833 But those who find the rays of the new planet 
in “ The Dying Swan ” and “ Manana,” in the “ Palace ” 
and the "Dream,” in the "Lotos-Eaters” and “CEnone," 
will want nothing more in one sense, though everything 
in another And the prosodic qualities of these — the 
marvellous crescendo of “ The Dying Swan,” the moan of 
“ Mariana,” the unrivalled plastic competence and adapta- 
tion of the stanzas of the “ Palace ” and the " Dream,” 
the claboiate partition of the “ Lotos- Eaters,” the majestic 
blank verse of “CEnone” — were all there from the fiist, 
and for the first time 

In fact the “quality of die qualities” is thcie in ■ 
“ Clanbel,” which, though it had been abused, the poet 
wisely left almost unaltered, as an oveiture to his work, 
in every issue for sixty years The good William Smith, 
in the article above cited, thought that “ 1 Claribel ' leaves 
as little impression on the living ear as it would on the 
sleeper beneath” Even George Brimlcy, 1 though he 
admired it, was not sure what “ the precise feeling of it ” is 
Now I do not know whether Claribel could hear her 
dirge , but if she did, and did not like it, she had more 
than the unreasonableness of woman I do not know 
what “the precise feeling of it” is, because its obvious 
nhio ct is to excite a feeling no t ' 1 precis e ” to g;ive_ to_ eaj_ 
and _mind a. fidyrng fall," a sound “ stealing aud giving 
od our ’’ of quiet sadness And if it does not do this, may 
I come to think English lyric_ prose, and to believe in 
accentual scansion 1 There are, of course, some affectations 
in it I do not know that I am prepared to recommend 
an unlimited coinage of adverbially compounded verbs (I 
low-lie , thou low-hest , she low-lies) , you may overdo 
-cth forms , and there is some slight libertinage of rhymes 
But these are examples of the infinitely little The 
point is that these purposely monotoned, but not 
monotonous, three-foot iambics — mostly double -rhymed, 
invariably single-moulded, scaicely varied with any other 
1 Essays (2nd td Cambridge and London, i860), p 5 
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foot, their diction carefully selected to give the dirge' 
cadence — an effect of threnos , not loud or clamorous , 
meditative rather , fully illustrated by pictorial touches — 
are so absolutely suited to the end that I really do not 
know whether anything of the kind in English comes 
nearer to the masterpiece of that kind, the Dirge in 
Cymbehne 

No one, however, would put “ Claribel" — singularly 
adequate as it is and fresh in its adequacy , characteristic, 
too, of the mixed visual and audible appeal of its authoi 
and of the poetry he captained — among the greatest 
poetic or prosodic Wuimphs of the two books, though it is 
moie than a fair example of that bold launch out into 
the prosodic deep which is being so often spoken of 
Hut so is almost every other piece included in the first 
volume Contrast, for instance, the melancholy music, 
so admirably mated to the words, of ^-Manana,” with the 
sweep of the “Recollections of the Arabian Nights,’’ its 
inclusive and varied rhyme, and the extraordinarily skilful 
way in which the occasional anapaests quicken, without 
alteung, the run of the stanza Pindaric irregularity of 
line- length is absolutely mastered in the “Ode to 
Memory’' And then we come to the “ Hollyhock" song, 
that was such a thorn to the author of Thorndale 
The "Holly- One reads it, wondering how any human car could be 
hock song « tortured ” by it, but wondering still more how any 
English ear could be in the least puzzled by its metre 
This, foi all its novel effect, is — as is often the case with 
such metres- — as simple as possible in system to any one 
who knows what English verse-structure is It is simply 
and solely Chnstabel metre slightly “ vandyked ’’ and 
brought, for lyrical purposes, nearer to the anapasstic than 
to the iambic basis, with the common licences of catalexis 
and hypercatalexis (which are in almost every song of 
Shakespeare) used by no means very lavishly I give the 
stanza 1 completely scanned below, and I defy any one 

1 A spi|nt haunts | the year's | last hours 
Dwelling | annd | these yel | lowing bowers 
To himself | he talks , 

For at e|venlide, listening earnestly, 
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to find anything in it that differs in principle from 
“ Under the Greenwood Tree" or the dirge in Much Ado 
About Nothing, 

I hardly know what not to notice, but there must 'The Poet 
be limits. “ The Poet,” with an admirable first stanza, 1 decasyllabic 
is prosodically interesting as the first in order of those quat. un 
manipulations of the decasyllabic alternate-rhymed quatrain 
which were to give the matchless “ Palace ” and 
“ Dream " , so that the prosodic aspects of the three may 
be noticed together It has been observed above that 
the quatrain itself, as a consequence of its gravity, is 
rather apt to be monotonous — even to t be like the packing- 
cases that contained Mr Jingle's fourteen coats, “ heavy, 
heavy, d — d heavy” Simple shortening of the even 
verses gives rather better outline, but not much less — in 
fact even greater — monotony In the three poems 
Tennyson handles it in three different ways “The 
Poet” is couched in 10, 6, 10, 4, giving a succinct and 
lather sententious metre, which suits admirably for the 
7 vtofiai, the sharply-cut cumulative phrases, of that fine 
piece But, by this shortening, ten syllables, the equivalent 
of a whole line, were lost , and this gave too little room 
for description, and especially for the series of pictures in 
scene- or figure-painting which form so large a part of 
the other two poems and communicate to them such 
extraordinary charm So in the “Palace” Tennyson 
“ eked ” the stanza, extending the second line to eights 
and the fifth to sixes 2 This, besides actually giving a 


1 


At his woiK | you may hear | him sob | and sigh 
In the walks , 

Earth | ward he bow|eth the hea|vy stalks 
Of the moul|dering flowers 

IIli vily hangs | the broad | sunflower 
O ver its grave | in the earth | so chilly , 
Plea vily hangs [ the hoi |ly hock, 

Hea|vily hangs | the ti|ger-hly 


The poet in a golden clime was born. 

With golden stars above , 

Dower’d with the hate of hate, the scorn of scorn. 
The love of love. 


• 3 I built my soul a lordly pleasure house, 

Wheiein at ease for aye to dwell 




Ihe " Pal ice " 
and ‘ ' Dream 
stanzas 
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little more room, admits more varied “ fingering,” together 
with a sort of ogee effect of outline, which is wonderfully 
attractive — a taper, but with a swell in it In the 
“Dream” — more narrative and with Iargei aims — he 
wanted more space still, and a form that would link 
itself better He gets this by keeping t)iree decasyllabics 
with a final six 1 This is an exceedingly cunning as 
well as beautiful device, for, on the one hand, the large 
majority of decasyllabics, batched in threes, assists the 
narrative effect, which is always hard to achieve with 
stanzas of very irregular outline , and, on the other, the 
shoit final line series at once as finial to the individual 
stanza, and hinge to join it to the next 

The adaptation of these three forms to their matter is 
exemplary The fine, if very slightly rhetorical descrip- 
tion of “ The Poet ” builds itself up with sentence after 
sentence, the apples of gold being .duly set in the picture 
of silver by the stanza This quality is not lost in the 
“ Palace of Art ” extension it comes out admirably in the 
verses describing the soul’s period of despair But its 
aptitudes for description, in the enlarged content and in 
the slightly less zigzagged and more flowing outline, are 
the points to notice Only the very best and most con- 
centrated pictures of Spenser, and the great portrait of 
Madeline praying in the Eve o^St Agties, equal these 
frescoes of the “ Palace ” in colour, draughtsmanship, and 
atmosphere, while I know nothingTn ' poetry' English or 
foreign, ancient offmodern, that s ui pa ss es t hem, except 
that which surpasses everything — Dante’s picture of the 
gate of Puigatory with the steps mrnhrored marble, and 

riven firc-griragd blue, and flaming porphyry, and the 

swoidcd angel 111 the ashen cloak sitting with his feet on 
the crimson stonb Some of the stanzas of the “ Palace ” 


I said, “O Soul, make merry and carouse, 
Dtai soul, for all is well ” 

1 I read, before my cyeluls dropl their shade, 
The Legend of Good H'oimn, long ago 
Sung by the morning star of song, who made 
llis music heard below 
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are not so very far below even this apex poeseos et picturae 1 
While in the “ Dream ” the extension not merely carries 
us with unmatched congruity through the various episodes 
of the narrative, not only shows itself equal to its pre- 
decessor in descriptive quality, but rises to the admirable 
Smi/oto. of the last two stanzas, whose clear depths are 
so much deeper than the turbid experiments in trompe- 
I’aeil of certain “ philosophical ” poets 2 

Fain would I dwell on other things— the gem-wrought 
fancy pieces on girls’ names which so have irritated and 
do irritate Philistia , the rather more imitative but 
admirably effectual “ Sisters ” (romance-sixes with short 
lines lengthened), the magnificently monotonous intensity 
of “ Fatima " , the triple triumph of management of line 
and rhyme and refrain in “ Oriana ” , the slightly unequal, 
but in parts exquisite, carolling of the “ Sea Fairies ” and 
the “ Merman ” , the gorgeous dirge-music of the “ Deserted 
House” and the “Dirge” itself All of these, let it be 
repeated, weie practically what they are from the first in 
numbers , all of them indicated the possession of new 
colour- and tone-scheme on the part of the poet , all of 
them showed, to any one who could see and hear, that he 
had attained, if not to the unerring and inevitable, yet to 
the frequent and then consummate command of this 
scheme The fools and the children might boggle over 
the half-done work of phrase, and wait for the revision in 
1842 — to be in the majority of cases unconverted still 
They could see only what they brought the power of 

1 £ or instance, both in sound- and sight-magic 

One seemed all dark and red — a tract of sind, 

And some one pacing thcie alone, 

Who paced for ever m a glimmering land, 

Lit with a lo w large moo n 

(This, by the way, was one of the later impiovements ) 

2 As when a soul laments, which hath been blest, 

Desiring what is mingled with past years^ 

In yearnings that can never be exprest 
By sighs 01 *groans or tears , 

Because all words, though cull’d with choicest art, 

Bailing to give the liitler oi the swee^ 

Wither beneath the palate, and the heart 
Bamts, faded by its beat 
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Sw.in ' 


seeing Even John Stuart Mill in that contemporary 
Essay, 1 which is the best thing he ever did in pure 
literature, thought “ his powers of versification not yet of 
the higl^e^t order,” his “metres taken at random fl],” and 
his adaptation of verse to the character of his subject not 
masterly Perhaps the teaching of James the Abomin- 
able came in here , more probably it was simple time- 
bhndness — which time alone can lemove But zve have 
no excuse of the kind , and for my part, though I freely 
confess the youthfulness, and the impel fection in many 
ways, of the volumes of 1830 and 1832, I want nothing 
more to enable me to show, not from the prosodic side 
only, but fiom the prosodic side here, that the “blest 
unfabled incense tree” of English poetry then saw a fresh 
Phcenix-birth of an English "poet of the century” 

The single instance of the “ Dying Swan ” would 
suffice as a diploma-piece fiom the proso dic point of view 
We have seen various forms of “ suiting sound to sense,” 
some of them quite rudimentaiy, some - a little less so , 
but in all, of course, fiom the simplest to the most com- 
plex, the means adopted must affect piosody, must indeed 
be provided by it N ev er before had — I really do not 
know whether, even in Mr Swinbu rne, e ver since has — the 
provision reached such complexity with such success 
The poet takes the old equivalcnced oc tosyllab le of the 
thnteenth century and of Chnstabil, moulding it into— ap 
irregular stan/a with more or fewer recurrences of rhyme 
as he pleasgsf 2 But in the first of these stanzas he avails 
himself very little of anap.estic prostitution Theie are 
only two anapaests 3 in ten lines In the second — of the 
same length, but very slightly varied in combination, — 
there are a few more, some eight or nine, I should think, 
out of the forty or so feet Now in these stanzas we have 
meiely had the fact of the swan’s lament noted-^ihey 
have otherwise been wholly taken up with the scene In 

1 Eaily Essay? of J S M (London, 1897), p 267 ' 

3 The plain was grassy, wild and bare, 

Wide, wild, and open Lo the air, etc. 

3 With an *«|ner voice | the riv|er ran, 

Adown | it flo a | to / a dy\mg swan 
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the third we come to the_de ath-s op g ^tsejf^ancj the metre 
lengthens, unrolls, is transformed by nqore and more 
infusiotTolTfie‘’tnsyTTa&ic" foofftfl! the actuaTequivalent of 
the “ eddying song,’ > ’the “ awful jubilant voice,” the “ music 
strange and manifold,” is attained Such command of 
sound, joined to such power of painting, might, one would 
think, have sent good wits and good lovers raving Yet 
Mill says nothing about it in the dawn, and George 
Brimley, when noon was drawing on, thinks it “ uninter- 
esting ” because there is no apron-stiing or medicine-bottle 
about it as in the “ Gardener's Daughter ” and the “ May 
Queen ” Now the “ Gardener’s Daughter” and the “ May 
Queen ” would be nearly as effective in prose, and might 
easily be put into it I defy Sir Thomas Browne himself 
to give us the soul-substance of the “ Dying Swan ” while 
stripping it of its essential and inseparable body of poetry. 

But there are'ntrtt' three pieces on which I must enlarge "The Lady of 
a little, for the enlargement is not a mere piece of slll,ott 
sensual -indulgence, but a logical and almost necessary 
buttress and support to the general view of the develop- 
ment of prosody which is, or should be, given in this 
treatise They are “The Ladyof Shalott,” “CEnone,” and the 
“ Lotos-Eaters” — all, it is hardly necessary to say, in the 
second volume As has been said, “ The Lady of Shalott ” 
gained immensely by revision in some ways , but these 
ways were scarcely at all prosodic Its verse, from the 
first, had that quality which “ sweeps all before it,” as 
William Morris said admirably of Tennyson The run 
and flow, indefinitely rippled and varied in di ff erent 
stanzas^ but continuou s and prevai ling, of this con- 
catenation 1 is really an altituJo The river that springs 

1 On either side the river he 
Long fields of barle) and of rve, 

That clothe the wold and meet the sky , 

And thro’ the held the road runs by 
To miny towered C amelot , 

And up and down thL people go, 

Gazing wheie the lilies blow 
Round an island there below, 

The island of Shalott 

The “ acephalous ” variation, with trochaic effect, of tf Ga/ing, etc ” is used 
freely, and double rhyme fairly often 

VOL III 


O 




<f aCnone." 
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in the^fi^st line floats us down to the end with its own 
q uiet restl essness — a mirror in general smoothness, 
dinted With eddyin g swirk o f-rhythm 

You could not have a greater sign of prosodic mastery 
than that the author of this should also be the contriver 
of the blank verse of “ CEnone ” The advance here on the 
undecided and imitative medium of “ Timbuctoo ” and the 
“Lover's Tale” is only paralleled perhaps (and there not 
in exactly the same metre) by the difference between 
Dryden’s “ Heroic Stanzas ” and the group of Restoration 
poems In fact it is questionable whether the great 
Tennysonian blank — a descendant and representative, 
but in no way a copy, at once of the Shakespearian and 
the Miltonic — is ever shown to much better advantage, 
though it may receive a slight further polishing in “Ulysses" 
and the " Morte ” and the Princess and the best passages of 
the Idylls before their latest stage The famous overture 
as we have it now, is a clean proof-sheet of the new 
verse-paragraph, with its own colour, its own outline, its 
own resonance and symphony , and the speech of Pallas, 
the introduction of Aphrodite, and the splendid ringing 
agony of the close come, battalion after battalion, to 
complete the victory of the poet 

Here, however, the poem did gain greatly by revision, 
prosodically as otherwise, though the perfect form was 
reached as early as 1842 , and we may return to it in a 
short connected study of Tennyson's blank verse In the 
" Lotos-Eaters,” on the other hand, except in trifles, the 
revisional improvement — a very great one — was confined 
to the latter part, and the suggestion of the present 
glorious close was there originally, though rather frittered 
away and spoilt by some of Tennyson’s early ultra-Kcatsian 
mawkishness Even then substantially, and much more 
as it stands to-day,|the thing is a wonder of combined 
symphonic arrangement The great Spenserians of the 
overture are not more beautiful than the best of Adonais 
or of the Eve of St Agnes — nothing could be that — but 
they are more Spenserian and the dreamy languor comes 
back for the first time, though the dream is of nineteenth-, 
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not of sixteenth-century colour Nothing could so well lead 
up to, and nothing could so well set off, the “ Chonc Song ” 
that follows Here Tennyson evidently had the same 
general motive of rising swell which he had hit upon in the 
“ Dying Swan ” , but he carries it out on a far greater 
scale, and with the interludes and isolations allowed by 
that scale instead of by a single progressive development 
You begin with a sort of modification — a dream-change 
like that in dreams themselves — of actual Spenserian, 
but the metnst does not carry it out and lapses (by 
accident or design) first into Phineas Fletcher abbreviation 
with a progressively lengthened coda of mono-rhymes, 
6, 8, io, 12 The subsequent strophes waver kaleido- 
scopically, but always harmoniously, seeking, as it were, 
a “waist 1 ' or narrowest part at “Hateful is the dark 
blue sea,” a stanza of three eights and a six only, and then 
swelling and rising, rising and swelling, till the thing 
lengthens itself into the swinging fourteeners of the final 
coda Once more there ought to have been no mistake 
whatever about this piece , and in a decade or two of 
years (it ought not to have taken a Republican decade of 
days) we find even Smith, and much more Brimley, the 
formei satisfied, the latter enthusiastic 

The interest of the great volumes of 1 842, which 
definitely estated Tennyson, lies of course largely, if not 
principally, in the marvellous transformation 1 of the 
earlier poems , but it adds greatly to our prosodic know- 
ledge of the poet And this extension of knowledge, 
though not confined to, is largely concentrated upon, one 
great form already referred to as perhaps the chief 
prosodic instance of Tennyson’s unmatched power of 
self-discipline and of raising himself on stepping-stones of 
his earlier work to higher things Not “ confined ” , for 
the gracefully tripping “ commons " of “ The Talking Oak ” 
— a measuie not easy in such work to keep from a 

1 I cannot help thinking, as I survey the alterations, say, of “ The Palace 
of Art ” and “CFnone,” of the attempts recently made to treat the author of 
Piers Plowman as the demon of the ninth bolgia treated All and Mahomet 
and Bertrand de Born, and to sliver him up into gobbets At least two 
people in each case must have written these two poems, surely 1 
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merely trivial prettiness — should not miss notice, and 
the magnificent sweeping trochaic fifteeners of “ Locksley 
Hall ” insist on it It has been said often that the 
trochee is not an easy foot to manage in English, but 
that, when it is managed, it produces a literally extra- 
ordinary effect And this is well seen here A language 
must be pretty well settled in its prosodic inheritance 
and that inhentance must be of the noblest, when it can 
give such a cadence as 

And the hollow Ocean lidges roanng into cataracts, 
or 

Let the great world spin for ever down the ringing giooves of change 

The singular depreciation which has always rested, 
save with a very few of the elect, on “The Two Voices” 
is nowhere stiangcr than in its failuie to recognise the 
perfect adaptation of these pensive dropping triplets to 
the thought The more gcneial appeal of “St Agnes’ 
Eve ” has perhaps made more people see the beauty of 
its verse, which contrasts curiously with " The Talking 
Oak ” to show the varying powers of the common measure 
In the same way “ Sir Launcelot and Queen Guinevere ” 
— which is “ Lady of Shalott ” metre cunningly treated 
with extension of the tail-ihyme lines and substitution 
of a cheerful for an oppressive atmosphere of cadence — 
deserves careful study The famous smaller varied lyrics, 
“ Come not when I am dead,” " Break 1 break • ” and 
“ The Poet arose,” show perfectly that “ past mastery " of 
metre, the apprenticeship, and more than apprenticeship 
to which Coleridge and Mill had so strangely missed 
But the chief prosodic subject in this collection, apart 
from the group of blanks to be noticed presently, is “ The 
Vision of Sin ” 

This poem — which I am sometimes inclined to rank 
as the poetically greatest thing that Tennyson ever did — 
ranks prosodically in a class with the “ Lotos-Eaters,” 
being a conceited piece of varying but not miscellaneous 
metres instead of a single movement It begins with 
what may be regarded as either a couplet paragraph 
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ending in a Drydenian triplet with Alexandrine, or a 
treizain constituted deliberately in this fashion 1 'Ihe 
second movement , 2 3 * * * * which has been strangely taken for a 
modern instance of acephalous Chaucerian lines, loses all 
beauty if it be so regarded, and spoils the concert com- 
pletely It is a shift to trochaic base, where, in accord- 
ance with the subject — the slowly welling fountain and 
rising song — the trochaic lines, now full, now catalectic, 
begin in couplet, change to a sort of tetza, strike strongly 
back to iambics with line - extension, return, in but 
apparently disorderly fashion (to suit subject again), to 
the trochaic base, and “ flutter headlfmg ” at the end, in 
mingled iamb and trochee, to ground A batch of legular 
decasyllabics, rhymed now almost Lycidas fashion, now 
in quatrain with alternate rhyme, and in tercet, but never 
m couplet, furnishes Strophe Three But Four is entirely 
constituted of trochaic sevens in quatrain, tinged with 
a sarcastic force which Tennyson nowhere else attains, 
and to which the form gives admirable expression 8 And 
a fine coda of couplets gives the form of Five There are 
few more prosodically perfect examples in English of 
what Johnson calls ‘‘the greater ode” 

1 I had a vision when the night was laic 
A youth came ruling tow ml a p il ice gate 
He rode a hoisc with wings, that would h«nc flown 
But Lh it his heavy rider hept him down 
And fiom the pilicc came a child of sin, 

And took him by ihe curls, and led him in. 

Where sat a company with heated ejes, 

Expecting when a fountain should arise 
A sleepy light upon iheir brows and lips — 

As when the sun, a crescent of eclipse, 

I)i earns over lake and lawn, and isles anil capes — 

Suffused them, sitting, lying, languid shapes, 

Ily heaps of gourds, and skins of wine, ind piles of grapes 
Observe how fine this coupleL is, and how pnsonal We have seen how 
KeaLs studied Dryden this is as if Dryden had studied KeaLs 

2 Then melhought I heard a mellow sound, 

Gathering up from all the lower ground, etc 

3 The refrain stanzi shows it well 

Pill the can, and fill the cup 

All the windy ways of men 

Are but dust that rises up, 

And is lightly laid again 
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But these elaborately concerted schemes are the “ red 
ink ” of prosody — they are not for constant or even 
frequent use [it is in the perfection of the blank verse 
that we see, if not the choicest, the most solid and all- 
powerful achievement of these 1842 volumes , For a 
good deal of the substance of the poems which exemplify 
and illustrate it, I confess I care little The “ English 
Idyl,” which had been started, long before, by Southey, is 
one of those contrivances for making poetry do the work 
of prose for which I have small affection There are 
beautiful things, of course, in “ The Gardener’s Daughter,” 
especially the TurneVesque picture of Ely and the portrait 
of the heroine — things which show what a medium was 
now ready to convey anything worth conveying I can 
see nothing of the kind in “ Dora,” which is another 
piece of Tennysoman “ wood, hay, stubble,” diversifying 
the silver and the gold and the gems , yet the bay and 
the pie in “Audley Court” are not unworthy of their 
verse, and there may be a line or two in “ The Lake ” 
and “Walking to the Mail” 'But the “Moite d’Arthur” 
and “St Simeon Stylites” and “Ulysses” and “Love 
and Duty” — 

God bless us all ' they're quite another thing ' 

The “ Saint ” is generally put least of the group, because 
people do not caic for pillar-saints , but if there had 
been any such verses in “Dora” as there aie by scores 
here — as indeed almost the whole piece consists of — I 
should take “Dora” to my heart of hearts, for all its 
cheap sentiment and Wordsworthian “ silly sooth ” It 
may be rational or irrational to balance yourself on 
pillars of increasing cubital height I think we had better 
not be too sure about that either way “You wait and 
see,” as the Devil said to the man (at Monte Cassino, 
was it not ? ) when he observed that it was really pre- 
posterous to imagine that there could be such a place as 
Hell But there is no possible dubiety — for any one who 
has ears to hear — about such verses as 

The watcher on the column to the end, 
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and the splendid paragraph of pure Tennysonian structure 
and symphony which closes the poem I have indeed 
known people laugh at “A quarter before twelve” Let 
them 

Indeed misjudgments of poetry are often of great 
interest The late excellent Principal Shairp, while 
admiring “ Love and Duty ” for “ noble and nobly 
rendered thought,” while acknowledging its four last lines 
to be " pretty,” considered that they “ might have been 
spared after the passionate parting scene,” and joined 
Bagehot in lecturing the poet on his “ ornateness," using 
obliquely even lasher words 1 These “ very pretty” but 
over-ornate, if not even “ meietricious ” and “dressy” 
lines, arc 

Then, when the first low matin-chirp hath grown 
Full quire, and morning dnven her plow of pearl 
Far-furrowing into light the mounded rack, 

Beyond the fair green field and eastern sea 

Now it is perfectly easy — it always is if it were worth 
doing — to answer this philosopher even according to his 
own pseudo-philosophy I thought we had heard some- 
thing of the “ Versohnung- close ” — the excellence of leaving 
off, if not the positive obligation to leave off, with a note 
of hope and comfort, with the consolation of the stars 
instead of the blank silence of the sun Matthew 
Arnold, Mr Shairp’s admired friend and fellow-critic, did 
it in the “Scholar Gipsy" and “ Sohrab and Rustum,” 
and I would he had never done worse But the curious 
thing is that a good scholar and a real lover of nature 
and (as far as he could understand it) of poetry should 
have seen 111 these lines only something very pretty stuck 
on, as people put jam on junket for an extra sweetening 
They not only present an exquisite picture in the true 
blend of picture and poetry , they are not only in 
themselves one of the most splendid pieces of BTinTc verse 
in English , but they actually complete the blank verse 

1 “Dressy” [this, to be sure, is Bagehot’s], “meretricious,” “one of the 
evils incident to democracy ” Now one may hite democi icy 6fiu>s ’ AtSao 
7r6\y<riv , but when it begins to make people appreciate the four lines above 
given* it will be time to waver in that hatred 


‘ 1 Love and 
Duty ” 
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symphony of the whole piece — give the capital of the 
glorious pillar which has risen, in paragraph after paragraph 
of due proportion and taper and entasis , to the skies With- 
out this the thing would be truncated to the ear, and to the 
mind that has an ear It must be feared that Providence 
or Jack Ketch has been unkind to many more minds 
than one would expect in this matter 

But of course the “Morte” and “Ulysses” are the 
and su mmits here . There is a curious difference between 
them, alike as they are , and I have always wondered 
whether it is too fanciful to assign this, less to the subjects 
(which are not so \tery far apart, and even pretty close 
in some respects), than to the documents which suggested 
them As is well known, Tennyson has in the “ Morte,” 
or parts of it, versified Maloiy with an almost Shake- 
spea rian clnsenes^ while Malory, in his turn, hacTB'elbie 
him, not merely the mysterious “ French book ” (which 
must have been a whole library), but certain very definite 
English books “ Ulysses,” on the other hand, was, as is 
equally well known, suggested by one of the very finest 
passages of Dante,- which, - h o weve r, it greatly amplifies* 
even in “argument” Now it certainly does seem to 
me — it may be an error, but it is gratissimus — that 
Tennyson, while showing in each that specified and 
patented brand of verse which he had now reached, 
shows also not a little, m the one case, of the curipus 
musical flowing fifteenth- centur y pr ose which contrasts 
so strangely witK" official fifteenth-century verse, and, in 
the other, of the unique combination of nervous strength 
and flowing music to_be .fflliJod m Daaiels tercets 
“ Morte ” verse is the more undulating, the more entwined, 
the more various and excursive, though it can reach the 
utmost intensity, as in the famous passage of the throwing 
of Excahbur The other is slightly more rhetorical, 
closer knit, more sententious and weighty, to be pronounced 
slower I should take, for single-line instances, two as 
typical as they are well known — 

So flashed and fell the brand Excahbur, 


and 
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Far on the ringing plains of windy Troy , 

and for two entwine cT passages, the whole paiagraph in 
which the one occurs, and that which follows the other 1 
I shall hope to return to the subject of Tennyson’s 
blank verse when we come to The Holy Grail, but for 
the present it may be observed Uhat his main secret — 
the jj oint i n which he dif fers from all masters before Jnm, 
except ^KalccSpeJire'Tirsome of his s nli|or]uies— is the great 
variety of speeds which he succeed s in g et ting o ut of it 
by The various devices of single-moulding, c ni ambment , 
shift or Qfmssion of jiause .jsiiannphora (of which, latterly 
he became dangerously fond), occasional trisyllabic feet 
(of which the same remark may be made), and the rest 
Milton had, of course, employed them all , but it was 
impossible for Milton to move lapidly Now rapid 
movem ent was not Tennyso n’ s fav ourite or most con- 
genial mode in general verse, but he early succeeded in 
getting almost "as much of it into blanks as blanks will 
tolerate 2 

It was but natural that this accomplished mastery of The Pnnun 

1 My knowledge of Italian is slight , but, ever since I have made a shift 
Lo read IHnle in the original, I have found English verse-translations 
impossible— evtn Cary jarring, though perhaps not so much as the “stump- 
rhymed” tercels of Longfellow \ct I really think Tcnnjson, in blank 
verse, might have reconciled me, though I am veiy glad he did not so waste 
his time, for verse translation of a poet by a poet alwijs is waste time, 
save when iL is not translation at all E ptrb sappia nascuuo, ihc nulla corn 
p<r le^ame musauo aimonizata w pub della sua loquela in alt/ a t/ asmulare, 
sm~a lompt/i, tut la sua dohtzza e armoma ( Convi'o , i 7 ) 

2 For they should never Rabbit — save for direct burlesque or grotesque 
elfect If the text lie doubted, compare the beginning and the end of 
“(Enone,” not a few passages in “Ulysses,” and almost the whole of the 
centr il incident in “ Godiv 1 As I w'role this I read, with amazement 
whidi had some dillicult> in keeping within the limits of respect, an 
attempt, made by a classical scholar of distinction, to whiteu ash Euripides 
from Aristophanes’s “impertinence” by endeavouring lo foist a silly and 
saugrenu line of triviality into some of Tennyson’s blank-verse exordia 
Ihere might be a good deal to say about this elsewhere Here it is only 
permissible to wonder that such a scholar should be apparently blind to a 
simple prosodic fact His foist is a ukoL line , and a whole line you may 
put in anywhere as burlesque — in Shakespeare and in Milton, in Marlowe 
and in Shelley The point of the Proses jest is the exquisite use made of 
Euripides s metrical style, and of his mannerism with the penthemuneral 
caesura, which invites the popping in his mouth of the lag \t}kv 6 lov turuXea-a/ 

There is nothing similar in Tennyson, though he has mannerisms enough, 
some of which have been often excellently and legitimately burlesqued 
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the metre which seemed to be “ coted and signed ” as 
that of a long poem in English, should lead the poet to 
attempt one Hitherto, whatever his private schemes 
may have been, he had been contented, m his published 
work, to follow the bent of the century and confine 
himself to short pieces It is fortunately not necessary, 
or even proper, for us to attempt to decide whether this 
bent — though it happens to be one important to us — 
was in itself an advance or a declension Prosody has 
nothing directly to do with the two great theories — the 
one loudly and authoritatively proclaimed from the 
beginning, the othfcr rather shamefacedly and seldom 
supported — that “all depends on the subject,” which 
subject should be of a certain (i« a considerable) magni- 
tude , and, per contra , that all depends on the reaching 
and consummation, by the expression of the poet and the 
impression of the reader, of the “ poetic moment” — subject, 
thought, action, fable, and what not, being things by no 
means indifferent, but not essential, inasmuch as they 
are shared by prose With all this we have here nothing 
to do as matter of prosodic property , though it is, of 
course, a separable accident that the short-poem system 
gives more opportunities for varying prosodic success than 
the long, and that it can keep that success up through- 
out in a fashion which, human nature being what it is, 
the long poem can hardly observe On the length, 
therefore, of 7 lie Princess we need say little, and on its 
subject, nothing at all , \unless it be to point out that by 
this time the poet's experiments had put him in a position 
to adapt his metre to incidents and accidents of narrative 
as he could hardly have done otherwise, and that these 
incidents and accidents, by their variety and number, 
furnished him with a further exercising ground in the 
form 

That the result is curiously felicitous nobody, I think, 
has ever denied We need not, and indeed must not, 
take into account the decriers of the poem or the poet 
because they do not agree with the principles, or are 
disturbed by the historical, social, and general atmosphere, 
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or are in other ways “ not at the point of view ” /The 
blank-verse — individual, claused, and parag raphed — is of 
sin gular ease, variety, a nd plastic resonance , and the 
r pgnn crisms, which, as has" been said, were certain to 
harden later, ar e a s yet in scarcely any case or way 
excessive There is perhaps something of an approach 
to” an overdose of epanaphora , 1 but it is difficult to say 
that it is an overdose as yet And the skill with, which 
he sustains the long verse paiagraph — hardly stopped at all, 
but paused wTffi TnfinTte variety — is astonishing As 
there had been no such short pieces of blank verse as 
“Love and Duty” and “ Ulysses ” ‘before, so there had 
been no such long one since Paradise Regained itself 
For the distinct though splendid pastiche of Hyperion was 
not present here 

Here, as always, the poet was a careful reviser, and 
his omission of the undignified wrangle with Lady Blanche 
on the battlefield was an immense gain , but the blank 
verse was not much affected prosodically I The addition 
of the songs, however, was a rich prosodic as well as 
poetic /wii^cr^/fhere are no lyrics in English which have 
a much more indivi dual and self-rendered music than 
“ The splendour falls ’’and "Tears, idle tears” “ Thy 
voiQe is heard *" 1 "w* a ' HTSTveT of rhythmic al adapta tion , 
and as for “Ask me no more," the audaciou s challeng e 2 
to the Caiolincs on their own gioTFrtd Is brought off in 
“the best and most orgillous maimer' 1 *'— a rigfit woishipful 
randonnh with lances fairly shivered and confessed 
equality for the prize 

Fiom some points of view, no doubt, Tennyson’s most/^ Mcmonam 
interesting single woik in relation to strict ^prosody may 
be taken to be his instau ration, and something more, of 
the great Iti^McnTbriam metre We have given an 
account, in the proper~pTace; of the seventeenth-century 
examples — not many in number, nor, for the most part, 

1 “And” is naturally the commonest instrument of this , “ the” perhaps 
next, “not” not seldom Others the most rapid run of the eye will find 
plentifully in the double columns of the standard one vol edition — e % “ Two,” 
p 175, column 2, “I” repeatedly in Blanche’s speech, 190-191, and, in 
fact, passim 2 See on Carew’s piece, supra , vol 11 p 336 
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exceedingly perfect in result — of this combination It is 
remarkable that in the great rummaging of our Eliza- 
bethan treasuries which the end of the eighteenth and 
the beginning of the nineteenth centuries saw, its capacities 
were not earlier recognised , for (once more, as we have 
shown) they are 'quite obvious even in the imperfect 
examples of Jonson and Herbert, and they appear stiongly 
when identical matter in identical line-form is transposed 
into this stanza arrangement 1 As usual, attempts have, 
I believe, been made to show that Tennyson was not the 
absolutely first 2 to revive it, but they are merely 
curious The thing* has taken its place, practically for 
all time, as "In Memoruun metre” A n fact, so-pttwerful 
and absorbing were the energies which the poet spent 
upon it that In Memanam. itself .seems almost -to have 
monopolised the form — everything else in it appears 
pastiche or parody 

To this, however, Time, who sees to all things, if 
sometimes only to make them unseen, will certainly look , 
and like 0ie Spenserian — which it resembles in possessing 
I st’p ia/~btja litv 1 though th^ir capabilities are so different — 
it will be used by new poets For this quality is indeed 
extraordinary, and, like some other things which we have 
noticed, it is a text from which to prove the folly, not 
merely of those who pooh-pooh prosody in general, but 
of those who belittle rhyme 

This is the day of (among other things) a special form 
of “ removing our ignorance farther back ” by stating 
things in terms of what is called psychology And 
psychology may, if it will, give its own statement (calling 
it an explanation) of the curious fact that if you take 
four sounds corresponding in pairs, arrange them with 
trains of other sounds behind them, and then change the 
tip-arrangement from abab to abba, the total effect will 
be quite different The fact is the fact ( The alternate- 
rhymed quatrain gives, with no unpleasant touch, the 
effect of something like a ratchet bar motion, with checks. 

1 V sup ii 332 

s Foi the RossclLian coincidence, v mf m the proper place 
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The included rhyme 1 gives that of a sweep, in which the 
variation of rhyme in the first pair is obliterated or com- 
pensated by the reverse of this same variation in the 
second pair, and seems to constitute an unbroken circle 
1 In other words, the In Memoriam quatraip is much more 
continuous, and has a more hird-like mot ion, than the 
ordinary “ long measure,” of which it is a displacement , 
and yet, like the Spenserian itself, it invites to continua- 
tion, though its own internal movement is so perfect • 
Why this combination of word-soun d should lend 
itself particularly to pe nsive meHifnt-inn , is .a thing muc h 
more difficult to explain, in any way not simply futile 
The greater unity oL-the. stanza, just mentioned, helps us 
a little, but only a little , and I do not know that we 
can do better than acquiesce — not with a gnn_ — in some 
quia ist in ilia vvrtus meditativa Once more, the fact is 
the fact I defy any one to use thm/rc Mcingzmvt stanza I 
Without dropping- into SUCh & Vein, Unlessp_hc_is rrmfritfril] 
with simple burlesque, or likes to have his metre per -j 
petually jostling his' thbn ght, like t w oTI TInatc hed w alkerj 
arm-in-arm T 

But, when its conditions and limitations are accepted, 
it is a wondcrftil_.iaeasure i and the secondary quality of 
grouping itself comes out most rcmaikably 1 do not 
think that even supreme “ common ”, measure, or ordinary 
“ long,” groups itself with anything like the same ease 
the finest examples of both are cumulative But in such 
a piece as, for instance, the marvellous “Old Yew, which 
graspest at the stones,” 2 though each verse is sufficiently 

1 In decasyllabics as wlII as in octosyllables , but the greater speu wt* of 
sound-recurrence injuies the tffect in the longer form 

2 I am not giving many quotations from Tennyson, because the passages 
refeired to ought to be generally known , but I must give this 

Old Yew, which graspest at the stones 
Thai name the under l>ing dead, 

Thy fibres net the dreamless bead, 

Thy roots are wrapt about the bouts 

The seasons bring the flower again, 

And bring the firstling to the flock , 

And in the dusk of thee, the clock 
Beats out the little lives of men 
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The Welling- 
ton ode 


self-contained when looked at only m itself, there is 
intimate connection between them And when the thing 
ends you feel that the end is an organic completion, not 
a mere cutting short because enough seems to have been 
given, a mere absence from adding another course because 
the bricks are used up Here again we have contact 
with the Spenserian and the sonnet — hardly with any 
shorter metre except lhyme-royal (which is itself nearly 
double the length) and a very few quintets 

The very difficult enterprise of the Ode on the Death 
of the Duke of Wellington — a sort of attempt to “ fight a 
prize " with the grea,t artificial half-musical, half-prosodic 
compositions of Dryden and Pope — is not entirely a 
prosodic success It is true that it improves steadily, 
and that the two last strophes are not faultily, but 
magnificently foultless, the final couplet , 1 with its slightly 
varied cadence or dying fall, being a sam-pareil But 
the opening does not strike me as quite hit off the 
irregular sobbing movement 2 is somewhat too jerky 
Nor do the anapaests of the fifth strophe seem to me 
quite happily inserted 8 The extraordinarily fine lines 
and passages would save anything, poetically speaking , 
but I cannot call the whole a prosodic riussite 4 


0 not for thee the glow, the bloom. 

Who changest not in any gale, 

Nor branding summer suns avail 
To touch thy thousand years of gloom 
And gazing on thee, sullen tree, 

Sick for thy stubborn hardihood, 

I seem to fail from out my blood 
And grow incorporate into thee 

Change the penultimate foot (“-porate in ”) to a mere iamb and the 
crowning glory departs 

1 And in the vast cathedral leave him, 

God accept him, Christ receive him. 

1 Bury the Great Duke 

With an Empire's lamentation 

8 As, for instance 

Let the bell be toll’d 

And a rev|erent peo pie behold 

The towering car, the sable steeds 

4 About this time, and that of Maud, Tennyson tried various experiments, 
which illustrate what has been more than once said None, I think, was 
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And so we come to that curious crux, Maud There Maud. 
are endless things to say about Maud, and some that are 
not prosodic at first appearance have a prosodic bearing 
One part of its immediate unpopularity — though the 
major part was undoubtedly due to the curious irrational 
relapse which often comes when a man, long defrauded 
of his due, receives it at last before he is thoroughly 
estated in popular esteem — was pretty clearly caused by 
its piosodic character. People, as we have seen, from 
Coleridge and Mill to Mr Smith, had been “ bothered ” 
by Tennyson’s irregularity, as they thought it (Accus- 
tomed to the steady use of a single metre, they found 
themselves jolted and jarred by perpetual changes! On 
the other hand, there is very little doubt that the poet, 
like many another Entellus when some pretentious Dares 
steps into the ring, had resolved to try a round with the 
Spasmodics, and even (which Entellus did not do) ‘to 
fight them with their own gloves of unbridled emotion, 
unusual diction, and strange form of all kinds 1 
f In so far as the piece has a staple metre at all, it 
is to be found in a rather new, rather peculiar, and 
not invariably successful medium of long anapiestic 
lines, sometimes six-footers, sometimes five It is im- 
possible not to see that the longer ones, such as those 
in which the very questionable overture is written, have 
been to some extent suggested by the hexameter mania, 
which was specially strong rather before the middle of 
the century Tennyson had too unerring a sense of 


illegitimate, and hardly one fails to contain beautiful poetry But such 
things as the regularised and isolated equivalence, in one line only, of “The 
Diisy ” and the 11 Maurice,” as in 


and 


And gray | metro | polls of | the North, 


Cro cus, | anejmone, vi|olet, 

though th^i satisly my law, do not wholly please my ear, because they always 
occur in the same place Nor does the suggestion of resemblance to the last 
line of an alcaic 


Pauperiem sine dote queero 

at all reconcile me to them For (i) the resemblance is incomplete by a 
syllable, and an important one, (2) Latin and English are very different, (3) 
in the Latin the rhythm takes up a precedent suggestion , in the English it 
does not 
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English prosody ever to use the hexameter itself seriously , 1 
but he saw, for what it was really worth, that Puckish lob 
of prosodic spirit which lurks about it 

Did he fling himself down ? who knows 1 for a vast speculation 

had failed 

is, of course, really a six-foot anapmstic with a single 
spondaic substitution But if you cut off the last two 
words it will be just a Clough-hewn hexameter , dropping 
the two first and pronouncing “ failed,” a hexameter which 
has more semblance to the genuine thing than some of the 
Cloughnesses 

I remember the time, for the roots of my hair were stirr'd 
is catalcctic Evangeline of spondaic type Change it to 

1 remember the tune, for the roots of my hair were on end set, 

and you might be following Evangeline herself in that 
exceedingly ill-planned stern-chase of Gabriel which ended 
in the hospital These things form a by-study of great 
interest to the hexameter question I do not know that 
in themselves they afford much prosodic delectation, except 
when poetry makes the poet break into such a thing as 

And the flying gold of the ruined woodlands drove thio' the an, 

where you get the germ of the Sigurd metre, and a 
wonderful line to boot , or 

The shining daffodil dead, and Orion low in his grave, 

which is more wonderful still 

The five-foot lines of the finale are better , in fact 
Part III is as far above Part I prosodicnlly as in other 
ways Indeed, this form is very quaint and curious, and 
introduces us, if we will, to one of the prosodic mysteries 
It has been and will be said constantly in talking of 
substitution, that it has to be most carefully guarded, so 
that there be no confusion of bases. How difficult this is, 
yet how it can be done by the skill of the poet, may be 
shown by comparing these five-foot lines with the author’s 

1 Por his playing with it as a tour de force, see the chapter on the subject, 
.njra 
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five-foot iambics, especially when he took to copious tri- 
syllabic equivalence there They approach very closely 

It is time, 0 passionate heait and morbid eye, 

might be either, read as it is Substitute “’Tis time,” 
and everybody, seeing it by itself, would take it for a 
heroic line , and so with the next and others Yet read 
the whole, and the anapaestic staple is sun-clear 1 

The shorter anaptests of the middle cantos, or fyttes, 
or whatever you like to call them, are generally better , 
but sometimes worse The regular but multiform lyrics, 
and the mixed metres that fill so muqji of the poem, show 
all the old prosodic mastery The most beautiful of all, 
“ 0 that ’twere possible,” is indeed certainly known to be a 
pioduction of the golden age — a good deal anterior to the 
rest , but there is plenty more I suppose most people 
think the snatch “ Did I hear it half in a doze ” a slight 
thing, and so no doubt the Pope’s messenger thought 
Giotto’s pciformance with red colour quite indecently 
slight To me the ihythm 2 is yet another miracle, and 
I shall ask anybody, who will have the patience to note 
the extraordinary variety, and yet the perfect consonance 

1 Very beautiful is (he expansion contrast, when misanthropy and madness 
have given way to resignation, of the single anipa.sl.ic trimeter given above 
into three fives 

And iht shining daffodil dies , and the Charioteer 
And starry Gemini hang like glorious crowns 
Over 0/ ton's Qiave low down in the west 
2 Did I hear it half m a doze 

Long since, I know not where ? 

Did I dream it an hour ago, 

When asleep in this arm-chair ? 

Men were drinking together, 

Drinking and talking of me , 

“ Well, if it prove a girl, the hoy 
Will have plenty so let it be ” 

Is it an echo of something 
Read with a hoy’s delight, 

Vizurs nodding together 
In some Arabian night ? 

Strange, that I hear two men, 

Somewbevc, talking of me , 

“ Well, if it piove \ girl, my boy 
Will have plenty so let it he ” 

VOL. Ill P 
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“ The 

Voyage,” etc 


of it in detail with the atmosphere of the whole, whether 
it is not 

As for the “ Garden " song, I suppose the same people 
would call it hackneyed — a teim which for me has no 
meaning except as applied to the persons who find things 
so What wears is not the artist’s art, which is imperish- 
able, but the reader’s or hearer’s power of reception it is ; 
he, not it, that is a hack, There are I do not know how 
many “ settings ” of this , but none of them has come 
anywhere near its own music reinforced with its own 
colour — the float, and sw eep, and stoop, and sharp cross- 
flight of a covey of -birds of paradise” Tethers are almost 
as well known, but there are few things finer in the 
poem than the irregularly rhymed decasyllabics of the 
central rapture 

Is that enchanled moan only the swell 

Of the long waves that roll in yonder bay ? 

The “minor” poems of the second period of Tenny- 
son’s poetic life require somewhat less notice , and the 
very large body of blank verse which he composed or 
published in it needs not a little it is almost enough to 
say of the bulk of the former that he never lost his 
cunning in lyric to the very last — that in “Crossing the 
Bar,” as in “Clanbel,” you may find the prosodic sword 
ofi which you will be wise to say, “ There is none like 
that give Tt me ” , while in not a few cases he hit 
Ihpen distinct new schemes, or attained mastery in one 
where he had been less successful | The Enoch Arden 
collection of 1864 contained, besides its interesting 
metucal experiments, two specially perfect things, one, it 
would seem, old, the other certainly new — “ The Voyage ” 
and “ In the Valley of Cauteretz” The rushing splendour 
of the former ( the piece in English poetry, perhaps, for 
showing what “ celax r lambos ’’ meant) — the way m which 
line picks up line and stanza stanza — is a joy to see, 
while the latter, an exact opposite in the surging slowness 
of its movement, is one of the pieces which require no 
small stucly to be certain of their exact manufacture 
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The rhythm is hemistichic — there being throughout a 
very strong centre pause, on either side of which the 
cadence may be iambic or trochaic, while the hemistichs 
themselves may be catalectic or acatalectic, and trisyllabic 
feet are scarcely used I have thought it worth while to 
scan it below , for the process does no despite to, but 
only brings out, the majesty of the surge 1 

In later books still, there is at least one practically The 
new achievement of more than a special or individual fhe ° f 
kind In his earlier work Tennyson — wonderful with 
the iamb and trochee, and the occasionally substituted 
anapaest — had not been very successfal with this, the triple 
foot, unmixed or basic He had let the “ Dying Swan " 
swell into it magnificently , but the anaptestic admixture 
in the “ May Queen ” is one of the worst managed points 
in that poem, and, as we have seen even in Maud , he 
must be purely lyrical with it if he is to be purely 
successful 

As not very unfrequently happens — and as, by a 
curious instance of the coincidence of general with 
particular development, had happened already in the 
history 2 of this special measure — it was in comic or 
partly comic matter that completely successful manage- 
ment of the continuous anapaest first came to him The 
two “Northern Farmers” showed this mastery first, and 
he tried it in various inferior things, dialectic and literary, 
for a time, till it finally produced the absolute master- 
pieces of “ The Revenge ” and “ Lucknow,” and the 
"Voyage of Maeldune” It may be, at the stage we 
have reached, laid down with a certain confidence that 

All ] along | the val|ley, |[ stream | that fiash|est white. 

Deepening | thy voice | with || the deepjenmg of | the night. 

All | along | the val|ley, (( where j thy wa|ters flow, 

I walked | with one | I loved J two fj and lhir|ty years ago 

The divisions indicate a trochaic alternative, which might easily be 
extended , and of couise some people may object lo the pauses at “ with ” 
and “ two,” putting them hack a syllable This will give a fine anapmstic 
substitution in “with the deep ” and “ two and thir ” But I flunk iambic 
cadence in the first half, and trochaic in the second, gives the best scheme 
We don’t want " All among the Barley ” to come in. 

2 See the chapter on it, vol 11 p 419 sqq 
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with a staple metre of this kind the poet has less to 
bring out its special qualities — that belongs to the more 
eccentric and elaborate measures — than to stamp its broad 
and solid surface with his own mark I do not know 
where you will get exactly the same mark before as in 

And the sun went down, and the stars came out, far over the 
summer sea, 

or in 

And ever above the topmost roof the banner of England blew 

They are not quite the same, for the pause at “ above" is 
fai less than at “*the sun went down,” which almost 
makes three divisions of the line — an arrangement 
singularly and almost uncannily varied in the gorgeous 
breathlessness of the shoiter-lmed “Maeldune,” where there 
is sometimes hardly any pause at all 1 

There are many other things that I should like to 
notice, but we must come to, and finish with, the later 
blank veise It is difficult, even with the assistance of 
the Life , to be quite certain of the time when Tennyson 
attained his absolute zenith in this art The summit is, 
I think, 11 twy- peaked,” as he would have said himself 
The one peak is the opening of Tithonus, respecting 
which, often as I have read it, I have never, from first 
reading at first appeal ance to the present day, been able 
to persuade myself that the first ten lines, and especially 
the first four, 2 are not a regular stanza In no case that 

1 As in 

And high m the heaven above it there flickered i songless lark, 

or 

Our voices were thinner and fainter than any fliLlermousc shriek, 
or 

For a wild witch naked as heav’n stood on each of the loftiest capes 
Another interesting contrast between “The Revenge” and “ Maeldune” may 
be found in the ceiselcss variation of line-length ind foot-composition of the 
first, and the unifoim sweep of the second 

2 1 he woods decay, the woods decay and fall, 

The viponrs weep their burthen lo the ground, 

Man tomes and tills the field ind lies beneath. 

And after many a summer dies the swan 

Me only cruel lmmortrhty 

Consumes 1 wither slowly in thine aims, 

Here at the <juicL limit of the world, 
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I know does blank verse get so near the effect of thyme in 
time-beat and concatenation, if not in sound-echo The 
other is the great description of Lancelot’s voyage to 
Carbonek in the The Holy Grail , approached very near, 
though I think not quite reached, by the transfiguration 
of Galahad and his preliminary ride with Percevale But 
scores of passages in the Idylls , in Tiresias, and in other 
poems, would have to be taken into consideration by any 
one who wants to get a really synoptic view of the matter 
It is also perhaps not quite superfluous to warn those who 
are not of the Old Guard in this subject that the modern 
arrangement of the connected Idylh is extiemely de- 
ceptive, inasmuch as you get work of very different 
periods arianged without the slightest regard to chrono- 
logical order Only by taking the original four — “ Enid,” 

“Vivien,” "Elaine,” and "Guinevere,” — and adding the 
others in the order in which they were published, con- 
sidering, at the same tune, the smaller things from 
“Tithonus” onwards, can the true procession and 
r uccession be observed 

The dramatic blank verse is pci haps rather a subject The riramis 
for some paragiaph in an IntcrchapVer or the Conclusion, 
in regard to the curious phenomena presented by the 
whole department to which it belongs, during the century 
Although there arc some fine passages in it — notably the 
“Green Tree” dream in Harold — there is not very much 
which could shake the equanimity with which some 
Tennysonian stalwarts would relinquish this part of the 
master’s work And it could not but conti lbute — 
perhaps more than a little — to the slight weakening of 
command w'hich his latest examples show It is one of 
the interesting things about blank verse that the diable 
au corps which is necessary to it is wont, like other devils 
in possession, to play tricks with the stiongest men who 
half-possess and are half-possessed by him Milton’s 

A white-hair’d shadow, roaming like a diearn 

The ever silent spaces of the. East, 

Far-folded mists, and gleaming halls of morn 
For once 1 rhyme has nothing to add to this , the magic of the poet has 
already given all, or almost all, that it could give 
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familiar was a familiar with a bent one way towards stiffness 
and hardness, and he got that way a little too much in 
Paradise Regained and Samson , another way, towards 
temerarious substitution of trochees for iambs, which 
broke out even earlier in the “ universal reproaches ” and 
“bottomless pits.” Shakespeare's angel — not a “black 
cherub” at all, but slightly masterful — was one who 
tended towards unbridled liberty, and showed it by 
approaches to excess of redundance l Tennyson’s tempter, 
in his attendant sprite, was a leaning towards an overdose 
of trisyllabic substitution, and in his latest days this 
also was a little too 'strong for him A blank-verseman 
is nothing if he is not daring , and by constant daring 
he is apt to become rash 

It is thus, almost inevitably, in the direction of his 
greatest success that his greatest danger lies, and the 
various dangers almost all group themselves — from one 
side of grouping — under the head of mannerism Tenny- 
son’s manners had been obvious from the first — they were 
partly indicated above, — and nothing but special grace will 
keep a strong manner from becoming mannerism Even 
in the Holy Grail , and even in such a fine passage of i1 
as the paragraph describing Camclot, epanaphora and 
epanorthosis “figure it” almost to the point of disfigure- 
ment In Balm and Balan more perilous tricks are tried, 
such as the always dangerous final anapaest — 

Than twenty Balms, Balan knight 1 have said , 

where the danger is accentuated by the strong pause, 
after a lighter one, which seems to close an iambic rhythm, 
and then to break into a different one Here, too, the 
cunningly woven paragraphs get too much intertwisted 
with parenthesis — a thing admirable in prose, but always 
dangerous in verse, which has a parenthesis of its own 1 

1 Again, I do not think 

Moaning “ my violences, my violences I ” 
a safe line (though it is not, in its place, a Lad one), because it, and other things 
exaggerating it since, will, in the inevitable revenges of Time, provoke return 
to the abominable apostrophation and decasyllabomania which we have seen 
dispelled 
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Of course there are any number of beautiful things 
here A lovelier piece of verse than the short speech 
of Guinevere to Lancelot — 

“ Sweeter to me,” she said, “ this garden rose 
Deep-hued and many-folded 1 sweeter still 
The wild-wood hyacinth and the bloom of May 
Prince, we .have ridd’n before among the flowers 
In those fair days — ” 

I do not know, though it may owe part of its loveliness 
to the memory, so artfully suggested, of the forty years 
earlier verses which chronicle how they had “ridden before" 
The effect of dramatic practice is also visible, I think, and 
not quite satisfactorily so, in this dialogue of Balm and 
Vivien 

Thereat she suddenly laughed and shnll , anon 
Sighed all as suddenly Said Balm to her, 

“ Is this thy courtesy to mock me, ha ? 

Hence ' for I will not with thee ” Again she sighed 

Most of all, perhaps, the change , 1 not for the better, is seen 
when the original “Vivien” is compared with the later 
version, or when the consummation of the old “Passing 
of Arthur ” contrasts with the admirable, but less admir- 
able, “Coming” In the first case a tangle of broken 
verse-parenthesis, with somewhat excessive redundance 
and trisyllabism, passes strangely into the sweet and 
stately measure of the earlier time In the other, fine as 
is the passage of the dragon-ship and the sea-waif child, 
it certainly does not fully come up to the sustained 
magnificence of Excalibur and the Queens 

Yet here, as so often elsewhere, we must allow for 
experiment , and Tennyson never quenched his power, 
though he may sometimes have played tricks with it. 
And at the very last, after two full generations of poets 
trained — would they, nold they — by him , with at least 
four admirable representatives of the middle school yet 
surviving, with a respectable promise of more to come — 
who but he could have produced these lines of “ St 
Telemachus ” ? 

1 The strong relief given to this is not, I think, a wholly pleasing result 
of the redistribution of the Idylls as an epic in tableau 
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And, called, arose, and slowly plunging down 
1 hi o’ that disastrous glory, set Ins face 
By waste and field .and town of alien longue, 

Following a hundred sunsets, and the sphere 
Of westward-wheeling stais , and every dawn 
Struck from hint his own shadow on to Rome 

The claw of the lion still • We may say something more 
of its general imprint later, but must now pass to the 
othci 

Giand lion des plages de la mer 

of English in the mid-nineteenth century 

« 

Browning The Dick Minims of to-day — for the order pf Minimite s 

mistake 11 about ^ las l ar g c ^y increased in the fast centu ry and a half, 
luni though they wear their cords with a difference — have no 

doubt about the prosody of Browning He is a rugged 
and incorrect versifier, contrasting remarkably with the 
precise and almost feminin e correctness of Tennyson 
Dick ( minimus in anotffer ' sense) says it In examination 
papers, and Dick major in reviews, and Dick maximus 
(thus and then most hopelessly minim) in books Now a 
wgicat many false things, by odd fate, were said of Mr 
Browning, both in the time when the British public had 
not liked him yet, and in the time when it had , but than 
this nothing was ever said falser As a matter of fact 
Browning, though an audacious, is almost invariably a 
correct prosodist — he goes often to the verjL_gdge, but 
hardly ever oVef it , and when he chooses (which is not 
so extremely seldom) Jte can be “ as smooth as smooth ” 
Not very seldom, likewise, especially in~Iatef Tays, when 
long-deferred popularity had “ got into his head,” he set 
his affected eccentricity of tongue against his native 
justness of ear, and made an unnecessary to-do between 
them But even then the ear generally won, in spite of 
the outrageous gesticulations of the other member 

And therefore, practically, B rowni n g is not so much 
of a p rosodic contrast to Tennvson as he is of a proso dic 
cowflemejil an instance of the same bent working in 
slightly different ways. Like Tennyson, he enters into 
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the heritage nf aU poetqt ag *t been re- 

discovered and p artly applied by Coleridge and Shelley 
and I'rcats ~ i.ike Tennyson, he w ntcs his greatest poet ry 
by fa r in assoited samples of varied p ros ou_ig_ jaod c He 
is fonder of qu ick measures f and better at them He is 
more addict ed to prosodic as to other tiTmNmp~ ” , but as 
your good acrnhat ne ver merely sprawls in gesture, so 
does Browning never merely sprawl in verse The many- 
twinkhng feet may benT~'T?!£ ll!03r""trfTExpected places 
and tread the most complicated labyrinths, but you will 
generally find that no law of decent rhythm is broken by 
them • 

Not merely, though partly, because we gave the prin- 
cipal treatment to Tennyson’s blank verse last, we shall 
treat Browning’s blank verse first It represents even 
a larger proportion of his work, not merely after the 
“ British public,” by way of atonement for neglecting his 
best, had given him a bond to take anything (good or bad) 
that he gave it, but earlier Its changes and its qualities 
are both extremely interesting , and though I could not 
produce a single piece 1 of Browning’s in this medium 
which seems to me of his very best — though he is cer- 
tainly far below . hi£ great contemporary as a blank- 
verseman — -it lllusFfates the real, as distinguished from the 
fancied, contrast with Tennyson almost supremely 

Tennyson, as * v>g''"S3w, DCgan with a distinctly com- 
posite and obviously trans itional form hnri-pwerl,. tfiniigh 
not s 1 a vi sidy, Trom TwcT~or three different originals, and 
not so much blended as alternately practised Browning 
began with an i mitation of a single model. v EEtt- difilowlt 
to imitate, and passed almost at once into something else 
Tennyson made the thing into one ofi fcj, pipd-.^pee^l +Tr- 3 
perfect forms, though at some later"j~pTies he ^tra ined Its- 

1 The chief exception, if any, is perhaps “Artemis Prologises” , but this 
is in pretty obvious falsetto 1 hat there arc good specimens in “ St Praxed’s,” 
“ Cleon,” etc , and that “ O Lyric Love ” is a fine burst I should not dream 
of denying , but what are these among so many ? A \ery great poet, with a 
very great metre, will hardly fail now and then to achieve greatness The 
text, and a further passage below, remain, I think, substantially true 

2 I use this word here (as it might bemused with advantage oftener than it 
is) m the proper sense of “as regards the species,” not as=“ uncommonly ” 


His early 
blank verse 
Pauhne 
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And couplet 
Paracelsus 
and Sordello 


legitimate characteristics dann-erouslv- ^-jlrowning turned 
it Into acme's iti in' neai er — n y 
verse wy havr yet never technically indefensible as verse 
His original model, as anybody may see 1 in Pauline after 
a few pages, was SheUey “No Alastor, no Pauline as 
far as verse goes, unless you admit some mysterious 
re-ci cation on the part of a boy who was admittedly an 
ardent student of the first exemplar But the only thing _ 
that he retained of this first study was a certain “breath- 
lessness ” which is not absent in Shelley, bulS'which 
assumes quite different form m Browning, and which is m 
fact the right name for his much mistalkcd of “ <alg£jtflty ” 
/Browning is only obscuie to those who take him as 
\ Thaumas < t^hd Panuige, and endeavour to discover some 
'^recondite meaning in his gesticulations But these 
gesticulations (which are quite as often versicular as not) 
are only the result of his burning desire tcuget Jt<y th£_ff e*/ 
thought, the next thing, the next hint, suggestion, infer- 
ence, comment All this haste transforms and transfuses 
itself into the fashion of his verse, especially of his blank 
verse , and it ultimately landed him in that apparently, 
but much moic apparently than really, grotesque accumula- 
tion of tribrachs, and that welter of monosyllables, exple- 
tives, and sometimes mere gibberish, which was admirably 
and hardly excessively caricatured by " C S C ” in “ The 
Cock and the Bull,” and “ J K S” in the piece about the 
“ Me Society down at Cambridge " 2 Oddly enough at first 
sight — less so, perhaps, when we remember the enjambers 
of the seventeenth century — it was not in blank verse 
that he first developed this pillar-to-post delivery, but in 
the couplets of Sordello , and he was duly punished for it 
by having to wait, like Sordello himself, outside the gate 
for a good many years There is much less of 


i* the thick 


O’ the work 


1 I remember seeing tins, at once and unprompted, when the poem was 
firsL reprinted, and when I first read it, in 1868 

2 It is curious that the “super parodies,” as they may be called, of the 
Heptalogia (see below on Mr Swinburne) do not touch the blank verse 

e 



CHAP. 1 


TENNYSON AND BROWNING 


219 


and similar things in Paracelsus , which is, as a matter of 
fact, much more “ obscure ” than Sordello itself The 
blank verse here is still of the Pauline or Shelleyan 
type The long intricate paragraphs are rarely full- 
stopped, but by no means freely equivalenced or frequently 
redundanced In the immense dying speech of the hero 
— more than three hundred lines in length — there are not 
half a score redundances (excluding words like “ heaven "), 
and scarcely, I think, more than half a dozen trisyllabic 
feet 

In his later work, where he was taking some liberties iheinor form 
with the at length acquired popularrty, and even in the not lncorrect ’ 
middle, when he was conscious of having nearly attained 
it, he of course launched out But neither in the 

Worn patchwork your lespectable fingeis served 
To metamoiphose somebody, yes I’ve earned, 

any more than in the 

Fol-lol-fhe-rido-liddle-iddle-ol 
of “ Sludge,” nor in the 

“ Guilty ” foi the whim’s sake 1 “ Guilty ” he somehow thinks 

of The Ring and the Book (“ Guido,” 408), will you find 
any difficulty m reducing the thing to a perfectly sound 
and satisfactory equivalence You may be horrified at 
the number of fourpenny and threepenny pieces, almost 
at the “ handful of brass,” 1 you get, instead of your 
expected five sixpences and shillings five, but there the 
sum is, all right And what is more, it is your own fault 
if you can’t “ count the com on the counter out ” with a 
perfectly rhythmical cadence 

Let it be once more observed that of the propriety of 
presenting long trains of this verse, upholstered m a 
diction prosaic enough, for the most part, to bring Words- 

1 “ Heie 1 boy, take this handful of brass 
Across to the 4 Goose and Gridiron ’ pass , 

Count the coin on the counter out, 

And bring me a quart of foaming stout ” 

There is no unpardonable irrelevance, I hope, in quoting these admirable 
anaprests of poor Maginn’s — as good an illustration, in the lighter way, ol 
the prosodic improvements we are discussing as could be given 
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worth himself to a sense of the peril of his theory, I say 
nothing heie I am merely insisting on the fact that, with 
exceptions which may exist in such an immense volume, 
but which I cannot remember and cannot, in repeated 
readings to refresh my memory, find, Br ownin g always 
kept the norm — enlarged to utmqsl^jir£tth, but never 
actually exceeded orHbroltcn ; that he never went so near 
to" breach or excess as Tennyson himself sometimes did 
latterly 

but admitting On the other hand, it is almost self-evident that this 
ewUtncewith volubility, however regularised, and this constant m- 
difficuUy dulgence in the less* centrical varieties of the norm, must 
prevent a poet from exhibiting his very best powers in the 
kind There can hardly be a single good judge of verse 
who, asked to point out a limited number of Browning’s 
best things, would include in them many proportionately 
— if indeed he included any — in blank verse Not to do 
so with Tennyson would be ridiculous To mention one 
interesting case only, it is practically impossible that, in 
such a loose and shifting form as Browning’s, that marked 
variety and various marking of the pause, which is the 
great means of producing harmony, should result The 
measure is well filled , but it is filled with sand that shifts, 
so that it is impossible to get the finest composition and 
relation of values out of it Ojig of the most effective 
means of producing supreme blank verse used by Shakes- 
peare and Tennyson — less so, but still to some extent, by 
Milton — is the admixture of lines with nojpause at all But 
the headlong speed of Browning’s lines presently obliterates 
, whatever pauses there are , so that the pauseless or 
1 apparently pauseless lme is, with him, the rule rather than 
i the exception Nor is there any form of verse in which 
■ the “beautiful word,” the “ring on the stretched fore- 
finger,” produces so much poetic effect, or in which 
Tennyson himself uses it with such exquisite yet inevit- 
able art But Browning never stops to look for a 
beautiful word in his blank verse, or cares to hold it out, 
though sometimes one may come to him by chance, or by 
\ the natural kindness of beautiful things 
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For such a writer, indeed, the warning bell of rhyme, his octo- 
and the firm restrictions of lyric, are absolutely required s r ll:lbles 
to bring out his beauty of form And even the first is not 
sufficient by itself the rush of his thought and phrase 
drowns it We have seen how, in Sordello , the couplet is 
done to the likeness of blank verse You hardly think 
of the rhyme at all I protest that, well as I know both, 

I forget the rhyme in Sordello oftener and more com- 
pletely than I ever do with the most “ loose-legged ” of 
the Carolines Rut this happens only in decasyllabic 
couplet he cannot get quite way enough on him in 
octosyllables to overpower the end-clang as he does in 
the bigger verse There is not much danger of any one 
forgetting the rhyme in Christmas Eve and Eastir Day 
Indeed, with characteristic whimsicalness, he takes 
good care that you shall not As he must mind it, so 
shall you His rhymes are never of that excruciating 
order which it pleased his wife to affect and defend before 
she was his wife (he helped to save her soul in that way 
at any rate) Dick and the other Minims talk nearly as 
much nonsense about Browning’s rhymes as about his 
versification There is nothing the matter with “ examine 
it” and “Jane Lamb in it”- -it is a very perfect gentle 
rhyme, though Spenser would have lopped the lady of 
her b There is nothing moie than permitted licence in 
“haunches stir” and “Manchester ,” 1 and (considciing 
the avowed comic liberty) very little in “ ranunculus ” and 
“Your uncle us ” 2 These things have really nothing in 
common with the appalling abominations which we shall 
have to chronicle in our next chapter And Mrs 
Browning’s crimes were, let it be remembered, always 
committed in serious verse , her husband’s eccentricities 
were rarely so 

1 l<or though you must not STy either “ h<777chcs ” or “ M<z*/nches ” the 
sounds appioxiiTUtc near enough in “Ha" (compare ‘ ‘ hz/znch ” with its 
forms “ lanch ” ind “lance”) and “ Ma” (sec App on Rhjmc) 

2 Blushing History, however, will hide “ Aythrodiifh/ ” foi the delight of 
gods and men never, in the whole of Lcmprierc, did anything so improper as 
Lo rhyme to “delight ” However, I am not sure that I do not prefer ht r to 
“ Oulumpos ” and the other later preposterousnesses I hat single term at 
University College, London, had a terrible deal to answei foi 
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No doubt, however, to be perfectly serious ourselves, 
his rhymes, like his diction, were ever so little provocative 
In his management of strict lyric form there was no 
profaning of the mysteries , though, like almost every 
poet, he may sometimes have made an unfortunate 
experiment That he had that Heaven-sent gift which 
Heaven had withdrawn somewhere about the time of 
the later Carolines, and vouchsafed again only with 
Chatterton and Blake, was shown, as early as the date of 
Paracelsus , in the beautiful 

Heap cassia, sandal-buds and stripes 

Of labdarlum, and aloe-balls, 

where the coincidence with Tennyson’s very little earlier 
-work is astonishing, though there is a touch of Bcddoes in 
it, and more than a reminiscence of Shelley But for many 
yeats he would not indulge his genius in this its true way, 
or, at any rate, would not indulge an unworthy public 
with the fruits of it And it was not till the golden bells 
rang, and the pomegranates shed their crimson pulp- 
fraginents, that anybody, unless it were his private friends, 
could see what a lyric poet had all this time been wasting 
himself on lower kinds of poetry Reinforced later by part 
of Men and Women , they were mostly collected together 
in one volume of the 1863 three-volume issue And, as it 
was then that I myself made my acquaintance with most 
of them, I may perhaps be allowed to take them in the 
order of the volume which has been a companion for all 
but half a century — although still later issues have re- 
verted to the oldest arrangement 

All the “Cavalier Tunes” are unimpeachable in any 
serious way, but I think the poet has only thoroughly 
mastered his form, and risen to the level of his great 
argument, in the chorus of “ Give a Rouse,” which is new 
and magnificent In the opening piece 1 he has perhaps 
let his fancy for internal rhyme (not for the last time) 
seduce him to the jingly But the full chorus of the 


l Kentish Sir Byng stood for his King, 
'Bidding the crop-headed Parliament swing 
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second , 1 just referred to, makes the rafters ring in the mere 
silent reading of it, and the checks and loosings of dis- 
syllabic and trisyllabic rhythm are unsurpassable 

On the other hand, the principles of “ The Lost Leader ’’ Misceihneous 
aie deplorable, and its assertions (as that “ Shakespeare examples 
was for us ”) are sometimes demonstrably false , but its 
versification is glorious It is curious that, though in 
quite different material, that power of the bridle — of the 
curb — which we have noted in the “King Charles'” is 
shown again The piece would not be half what it is 
without the strong middle pauses of some lines and the 
alternating ventre-d-terre gallop of others As it is, it may 
be coupled with “Prospice” as his gieatest contribution 
to the fingering of the anapaestic base The famous 
“ Ride to Aix,” though good, is much more commonplace 
as verse , and I would give twenty of it for one other 
“ Through the Metidja” 

Here there is not only an almost impudent but 
thoroughly successful experiment in monorhyme — nothing 
but the clang of the 1 will do — -but an almost equally 
audacious and quite equally successful use of that “ sunk ” 
syllable which is justified — not as extra-metrical, nor even 
by the allowance of an extra-syllable at the middle, but 
as leally final The thing is virtually and schematically 
in single-foot lines 

As I ride, 

As I ride, 

With a full heart 
For my guide 

Hut for convenience’ sake, for the speeding of the mcfll 
and for the reinforcement of the clang-rhymes, the single 
feet are “ coupled up ” 

One must be careful with these lyrics of Browning’s 
It is very difficult to pass over them , but we must certainly 
stop a moment on “Cristina” Here the poet was in 

1 King Charles ’ and who’ll do him right now, 

King Charles I and who’s ripe for fight now, 

Give a rouse here’s in Hell’s despite now, 

King Chatles * 

If the run of that docs not “warm the liver,” as Dirk Hatteraick says, it 
must be a white one 
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two minds about his metre. Sometimes he printed it in 
continuous long lines, and sometimes in halves — the latter 
giving, to my ear, much the best adjustment 1 If you 
give as much pause in the long lines as the sense and 
rhythm both require, you practically make your halves, 
whether the printer has made them for you or not , and 
that being so, I think the printer had much better do it 
But, of course, this is a matter of taste The sway and 
swing of dactyl and trochee (I think that both must be 
given here, though the central anaptest is possible ) in 

So the year’s j done with 

Love me foi | ever, 


and the slow trochees by themselves of “ A Woman’s Last 
Word,” are things quite decisive You would be justified, 
on hearing either and nothing more, in saying, “ This is a 
lyric poet of the first rank ” But they may yield for 
discussion, as almost everything else must, to “ Love among 
the Ruins ” Here we have much the same metre as 
“A Woman’s Last Word,” with the long lines extended 
so as to shock the mild shade of the author of I.civesdon 
Hill still further At least I have no doubt of the 
continuous trochee, though I believe some people scan the 
short lines as anapaests, which, to me, gives a very jerky 
and unpleasant effect The way I prefer has a nepenthe 
virtue which is almost unpaialleled It is not that the 
poem is “always afternoon” m atmosphere 


Where the domed and daring palace shot its spires 
Up like fires, 

and 

In one year they sent a million fighters foitli 
South and north, 


1 The rea(lu may decide, if he does not exactly remember the poun, winch 
arc greater — the wholes or the halves — from this sUma 

Theie arc flashes struck from midnights, 

There are firc-fiamrs noondays kindle, 

Whereby piled-lip honouis pensh, 

Whereby swollen ambitions dwindle — 

While just this or tllaL pool impulse, 

Which for once had p] ly unstifled, 

- Stems the sole work of a lifetime 
That away the rest have trifled 
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have pulse enough in them But they only throw up 
the quiet of the rest And the bold monosyllabic foot of 
the finale , 1 with the shudder- or at least shiver-pause 
between it and “ heart,” ushers in such a stanza as no 
English poet but might be proud to sign 

If (to break order and bring the three crowned pieces 
together) I have given a slight precedence to “ Love 
among the Ruins ” over “ The Last Ride Together,” it was in 
the strictest Pickwickian-prosodic sense. The “ Romance ” 2 
is undoubtedly above the “Lyric ,” 2 as it is above everything 
else of its author’s (and most things of other people’s), in 
combined poetic merit , but it may* be exposed to an 
objection like Harpagon’s — the cook has used up a great 
deal more money and material to make the dinner. 
There is more varied, and, if not deeper, more carefully 
exposed and vignetted meaning the appeals are more 
complicated, and the measure matches them If the old 
story about cutting the three extra strings from the lyre 
have a just critical basis, this may count a very little 
against it — but only a very little This onzain 3 is most 
cunningly wrought, with a double device On the one 
side there is the peculiar arrangement of rhyme 
aabbcddteec, where the return of the c rhymes is not 

1 Oh |l heart 1 oh 1 blood that fretzes, blood Lhat burns * 

Earth’s returns 

For whole centuries of folly, noise, and sin ’ 

Shut them in 

With their triumphs and their glories, and the rest , 

Love is best 

2 They originally appeared in the division respectively of “ DiamTtic 
Lyiics ” and “ Dramatic Romances ” 

1 We must have a STmple, but choice is diflicult Tht best known of all 
(though by no means the best) will do 

What hand and brain went ever paired ? 

What heart alike conceived and dared ? 

What act proved all its thought had been ? 

What will but felt the fleshly screen ? 

We ride | and I see | her bosom heave 
There’s many a crown for who can leach 
Ten lines, a statesman’s life in each 1 
The flag stuck on a heap of bones, 

A soldier’s doing ? what atones ? 

They scratch Ins name | on the Ab|bey stones 
My n|ding is bet | ter, by their leave 


* ' The L ist 
Ride 

Togethu ’ 
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less or more important than the single triplet just before 
this returning c, and the bold disturbance, by the first c, 
of what had seemed like simple couplet On the othei 
there is the almost invariable limitation of the dimeters, 
of which the whole consists, to strict iambics, with the 
equally constant admission of anapaests in the r-rhymed 
lines, and the last of the triplet This alternation of 
steady ndc and sudden curvet may be taken to be 
“ rhythm in accordance with the subject ” if any one likes , 
but the adaptation to the poet’s object is far more subtle 
and admirable than that There is, let it be remembered, 
no conversation , F believe the profane have observed 
(they certainly may) that if the lady “ has not spoke so 
long," it was merely in accordance with the good old rule 
of not speaking till you are spoken to The thing, after 
its short explanation -overture, is a meditation — un- 
interrupted, far-ranging, softly linked, but circling more or 
less round the same main point For this he wants a 
stanza of some room, one that will enable him to give 
what De (Juincey well called in another matter the “ systole 
and diastole ” of his thought That chosen, especially 
with the c rhyme-line dividing it, supplies him exactly 
Again, he wants a mode of prosodic explosion , a method 
of expressing the passing bursts of hope or despair, in 
and at the end of these several meditations , and the 
trisyllabic substitution gives him that From the old (or 
rather middle-aged) uniformity nothing could easily have 
been got to give this minor explosion in such lines as 

Who knows | but the world | may end to-nighl ? 
or 

I hoped | she would love | me here we ride 

or 

Now Hea| ven and she j are beyond this ride 

Of course, as I have had so often to explain, the poet 
did not proceed on the principles of the ancient rhetoric and 
say, “ I want to explode , give me an anapaest,” or“ I want 
cucular thought , let’s expand the old rime eoude, and 
take in the bob-and-wbeel system to some extent, and do 
it " But neither, when the lady lay for that moment on 
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his breast, did he say, “ Let me bend back a little that she 
may lie more comfortably, and longer,” nor, when her foot 
rested in his hand, did he say, “ Let me roll back the 
radius, supmate the palmar fascia [I hope this is right] 
and contract the phalanges” But I am given to under- 
stand that he must have gone through all the latter 
processes, and I feel pretty sure that he went through the 
former 

The third of the trinity, “In a Gondola,” is, in contrast “lua 
to the other two, a concerted piece of very various move- Gondo1 ' 
incuts, and, as I read it for the wthpime, I am not sure 
that it also is not the best In the glorious opening 1 he 
recovers an almost Shellcyan intensity these seven lines 
are more like Shelley, m musical wave and ring, than 
anything else not his And this quintessence returns in 
the great heroics and the final Alexandrine of the close 
Between, the parts that are sung and the parts that are 
said are, both in the modern and the Elizabethan sense, 
paragons — at once supreme as regards others, and equal 
as legaids themselves The fluent but not insignificant 
octosyllable was perhaps Browning’s best metrical cloth 
or joint to cut and come again at for these purposes I do 
not know a finer example of its moie regular form than 

Oh 1 which were best ? to roam or rest More 

miscellanies 

And the songs show wonderful range, passing as they do 
through “ Past we glide” and the kisses of Moth and Bee 
to the bravura of “ What are we two P ” 

I turn the brownish-purple volume backwards and for- 
wards, rather aghast at the lengthening of this chapter but 
the variety of Biowning’s measures seems to insist on some 
detail Here again his stuff has something like a staple 

1 I send my heart up to thee, all my heart. 

In this my singing 

For the stars help me, and the sea bears part , 

The very night is clinging 
Closer to Venice’ stieets, to leave one space 
Above me, whence thy face 

May light my joyous heart to thee, its dwelling-place 
“ Joyous ” is peril ips weakish, and I am “ no that sure ” of “ Venice’ streets ” 
else, could thought of man lmprovi it ? 
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which, not so observable throughout the early lyrics, appears 
in Dramatis Persona ?, and continues when, later, he allowed 
his older admirers some oases of lyric to rest in while “ the 
Me Societies ” fervently followed him through the blank- 
verse desert It is equivalenced iambic or equivalenced 
anapmstic arranged with considerable skill, so that, while 
there is the closest resemblance between the two forms, 
you never feel that doubt about the main base which has 
been pointed out as not quite absent in Coleridge the 
Restoiei Very skilful is the blend m the excellent 
“ Lovers’ Quarrel ” 1 __ Often you have pure anapaests, with 
substitution only for convenience and sometimes hardly at 
all, as in “ Up at a Villa, Down in the City,” “Saul,” and 
others, too well known to need mention, and too many 
to admit of it But he never completely deseits his 
trochees, and the long triplets of the “Toccata” give 
that rather uncanny foot opportunity to display all its 
witchery Those persons (they “ have much to learn," as 
the colonel said to the cornet when that young man 
observed that he didn’t know champagne improved with 
keeping) who doubt the sovereign importance of the line, 
should look at “ My Star ” 2 I would ask them to ask 

1 Oh, | what a dawn | of day ’ 

How the March | sun feels | like May ’ 

All is blue | again 
After last | night’s rain, 

And the South | dries thehawjthorn spray 
On|ly, my Love’s \ away 1 
I’d as lief | that the blue | were grey 

2 All that I know 
Of a certain star 
Is, it cm throw 

(Like the angled spar) 

Now a dart of red, 

Now a dart of blue , 

'1 ill my friends have said 
T hey would fain see, too, 

My stir [hit dartles the red and the blue 
Then it stops like a bird , like a flower hangs fmled 
They must solace themselves with the Saturn above it 
What matter to me if their star is a world ? 

Mine has opened its soul to me , therefore I love it 

(There is, by, the way, a prosodic and critical as well as an astronomical 
allegory here ) 
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themselves why Browning divided the early lines and not 
the later? 

"By the Fireside ” adds another proof of the per- 
vadingness in prosody of the Garden of Cyrus , as do 
“Two in the Campagna,” and that most really puzzling 
piece in all Frowning, “A Serenade at the Villa ” 1 The 
examples are endless, but foi “ broken and cuttit ” verse 
of thoroughly successful kind, I do not know where to 
look more confidently than to the almost crushing effect 
of the very short lines — broken explanations and quiet 
despair — of "In a Year ” 2 and the varied karole of 
“ Women and Roses ” So too “ The* Boy and the Angel,” 
and “ Instans Tyrannus,” and “After” would lose half — 
/should say all but the whole — of their beauty if they were 
in other measures , and " Mesmerism ” reminds us again 
both of the magical and the conjugal powers of Five in a 
marvellously effective stanza 3 The three-foot anapaests, 
with double rhyme, of the "Glove” are curiously appro- 
priate , and " The Englishman in Italy ” will give any 
thoughtful person another excellent text for ruminating 
on the question of “ split and run-on ” in lines The 
popular “Pied Piper” could not help coming after Praed 
and Barham, but the “ Flight of the Duchess” follows 
nobody I think the poem would have been better had 
it been shorter , but the measure, with its shortenings and 
lengthenings, is a vciy admirable thing Only three more 
from this division I must mention the stately shorts 

1 They are all quintets on monometer or dimeter base, differently sub- 
stituted and trimmed 

2 Never ajny more 

While I live 

Need I hope j to see | his face 
As before 

( Trochaics arc possible, and perhaps, in some moods, preferable ) 

3 Like the doors | of a cas|kct-shrine, 

See, on ei | ther side, 

Her two arms | divide 
Till the heart | betwixt | makes sign, 

Take | me, for I | am thine ' 

Let men and angels note the effect of the monosyllabic foot “ take,” with 
the triple emphasis it gathers from its concentration Scan such a piece by 
“accents’* or “ stresses ” only, and “ the heart betwixt *’ is gone Those 
who like the flcshless and heartless skeleton may take it, for it is theirs 
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and longs of the “ Grammarian’s Funeral,” the perfect 
intertwist of “ Porphyria's Lover," and the remarkable 
measure of “ Childe Roland ” This last admirable thing, 
on which almost more nonsense has been talked than on 
anything else even of Browning’s, and which the poet 
(perhaps in self-defence) is said to have declared to have 
no particular purpose, is to me a quite obvious and 
naturally supernatural dicam — one has dreamt things not 
unlike it, though inferior, and might have dreamt things 
as good, if one’s deserts had been greater and Eclympastere 
had been kind Now, though the character of dreams is 
infinite, one thing is common in them — the extraordinary 
gravity which accompanies their wildest and most pre- 
posterous accidents and combinations , as well as the 
apparent smoothness with which the topsy-turvy transi- 
tions are effected To rendei this you want a severe 
metre, but one admitting of no little variety The sixain 
aabicb, with every line a regular decasyllable, provides 
this excellently , and as it is not a common form, it mixes 
the requisite strangeness with its sobriety There are 
points, both in the substance and in the manner, which, 
most distinctly remind one of Hood’s “ Haunted House” 
but Browning ivants more scope, and does not want to 
concentrate the attention on a single idea And he has 
crusted on its steady outline every vagary of the be- 
witched scene, coloured it with all the rust of sulky sunset 
It may unluckily be true that you cannot set a slughorn 
to your lips — it being a thing 1 which cometh out of them, 
and does not set itself to them But if the article had really 
been obtainable of musical instrument-makers, and if there 
were anything analogous to it in prosody, as there certainly 
is to the varied forms of lyre and flute and trumpet, 
then I should say that Browning’s stanza here is exactly 
the proper one for the purpose, — is a slughorn itself 

There is no single book of Browning’s which illustrates 
his prosodic powers and peculiarities so well as Dramatis 
PersoncB If it does not contain anything equal to the 

1 “ Slughorn ” = “ sloggorne ” = slogan though somebody has fished out 
a Norfolk use of “slug horn” in cattle for a short slug shaped horn 
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First Three it contributes largely to the Thirty, and the 
proportion of masterpieces in it is quite remarkable The 
poet's more serious blank verse in “ A Death in the 
Desert,” and his more fantastic in “ Caliban upon Setebos ” 
and “ Mr Sludge,” are not exemplified at the tedious and 
tyiannous length of the later exercitations, while the 
choice of lyric, and of metres semi-lyrical, is, for so short 
a book, most remarkable and again excmplaiy 

Indeed, if we further confined ourselves to the very 
first poem, we should have to go from mid- nineteenth 
century (and just the end of the middle) to the later 
sixteenth to find so much variety “James Lee” (I 
greatly prefer the original title, for the peccant James is 
really the subject throughout, and his wife is only the 
speaker J ) starts with an example 2 of the very short lines, 
which suit so well for passion and disturbed passion — not 
the steady burning flame while even he never devised 
a better form for passionate viedttation than the fretted 
outline of Part Two 3 The anapsestics of Thiee 4 suit 
the attempted rally to chcei fulness , and the striking 
admixture of iambic substitution m Four ^ equally suits 

1 "Results, fhc new title, “James Lee\r Wifi” obliterates the echo of the 
title itself in the list two words — 

When I should be dead of James 1 ccf 
1 Ah, Love | but a day, 

And the world | has changed 1 
The sun’s | away, 

And the bud | estranged , 

The wind j has dropped, 

And the sky’s ] deranged 
Sum|mer has stopped 
3 Is ill our fire of shipwreck wood, 

0 ik and pirn. ? 

Oil, for the ills h ilf-undci stood, 

Tin dim dead woe 
Long ago 

Befallen this bitter coist of I lance ! 

Well, poor sailors took then cli incc 

1 take mine 

4 The swallow has set her six young on the iail, 

And looks sea ward, etc 
* I will be quiet and talk with you, 

And reason why you arc wrong 
You wanted my love — is that much true f 
And so I did love, so I do 

What has come of it all along ? 


' ' James Lee[ s 
Wife] 
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the relapse that is to know no fresh recovery The 
broken half-rhythmical fragments of Five 1 stand for the 
attempts at self-consolation — at least philosophising And 
then in Six 2 a bold but successful effort is made to pick 
up the very measure and the very words of a quarter of 
a century earlier, and adapt them to altered spirit and 
circumstance And here you get one of the summits of 
the book prosod ically The early verse had nothing of 
the solemn sweep of the passage beginning — 

Nothing can be as it has been before, 

and ending in — literally “ sinking to ” — 

On all he’d sink to save 

I seem to remember that the remnant of the Canaanites, 
in the high and strong places of Jebus, objected to the 
“ graving on its soul’s hands’ palms ” of anything, however 
wise, or fair, or good It was like them Rut let it be 
lawful for us to point out how the accumulation of 
strong monosyllables 8 itself graves the phrase and stimu- 
lates the effort Seven and Eight have simpler measures/ 
old and plain, like the resignation that they express, and 
then the coda with its recurrence of swing 5 punctuates 
the emotion of the close 

1 I leaned on the tuif, 

I looked at a rock 

I eft dry by the surf 

I* or the turf — to call it grass were to mock , 

Dead to the roots, so deep was clone 
The woik of the summer sun 

2 Nothing can be as it has been before 

Uctter, so call it, only not the same 
To draw one beauty into our heart’s core 
And keep it changeless 1 such our clum , 

So answered — Never more I 

s Only, for man, how bitter not to grave 

On his soul's hands’ palms one fair, good, wise thing 
Just as he grasped it 1 

Observe the “blank verse phrase” here , not forgetting the rhyme — panache , 
or ci own, to it 

4 Seven is plain decasyllabics in a sixain Eight (which he lengthened 
later, not to its advantage), Chustabel metie with rhyme-order at discretion 
6 In another anapaestic dimeter quinlel of great beauty 
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“ Gold Hair ” continues this metre with a shortened 
fifth line “ The Worst of It ” has a very fine close , 1 and 
it is scarcely fair, though almost unavoidable, to remember 
that it was very soon succeeded by a much finer thing 
in the same key, Mr Swinburne’s “ Triumph of Time,” 
which “ puts it down,” prosodically as otherwise It 
is certainly not improved, from our point of view, by one 
of Browning’s curious experiments in that internal rhyme 
which is either a great embellishment or distinctly dis- 
figuring Compare that almost earliest example which 
we were able to quote in our first volume — 


with 

01 


Under mold hi liggeth cold, 

On my speckled hide not you the pride, 

And journeyed my stage, and earned my wage 


The curse of rhyme is jingle, and the curse has come 
upon it here 

Some would say that it has come again in “ Dis Aliter 
Visum,” where the rhymes arc brought close together at 
the end of the line — “I say, the day,” “soft, aloft," etc — 
with a sometimes almost hiccuppy effect It may, how- 
ever, be urged, on the other side, that there is more 
deliberate satire here, and that the satire, like the satyr, is 
always permitted to caper. The total effect is certainly 
good , it is curious, by the way, how close thought and 
expression come in places to “The Last Ride” "Too 
Late” goes with “The Worst of It” in more ways than 
one , but in “ Abt Vogler” we come once more to a thing 
of consummate prosodic interest 

At first, as you read it, you can, if your ears are ■■ Abt Vogler’ 
accustomed to classical metres, have no doubt about the 
scheme It is simply the regular elegiac couplet “ accentu- 
ally ” rendered in English, with the abscission of the last 
syllable of the hexameter — a catalectic hexameter and a 
pentameter catalectic For the first four lines of the 


1 I knew you once but in Paradise, 

II we meet, I will pass, nor turn my face 
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“ Rabbi Ren 
Ezra " 


first octave there is no doubt at all 1 But when you get 
on to the second half you are pulled up In the fifth 
and sixth lines the pentameter seems to have got to the 
first place, and the seventh is no more hexameter than 
the eighth is its proper companion 2 For a moment you 
may fancy that this was intended — that the poet meant 
octaves of two different parts But when you look at 
the othci stan7as you will find that this is by no means 
the case Truncated elegiac cadence appears, disappears, 
reappears in the most bewildering fashion, till you 
recognise — sooner or later according to your prosodic 
experience — that it Vas only simulated cadence after all, 
a sort of leaf-insect rhythm, and that the whole thing 
{as marked by the dotted scansion lines below) is in six- 
foot anapaests, equivalenccd, daringly but quite legitimately, 
with monosyllabic and dissyllabic feet It gives a curious 
and valuable side-light on that inevitable tendency of 
English dactylic metres to the anapmst at which we have 
glanced often, and on which we must dwell before very 
long But in itself it provides, especially for the famous 
tenth stan/a, 1 a medium of marvellous capacity, and 
interesting m the highest degree to compare with 
Tennyson’s anapicstic trimeters and seven-footers from 
Maud to Maddunc 

I suppose most people would agree that “ Rabbi Ben 
Ezta” is the best po£th in the book, and its measure is 
certainly not unwoithy of it I have drawn attention to 
the effect of concluding lines greatly lengthened The 
onginal suggestion of this may have been part of the 
immense legacy of Spenser to English poetry , but it 


' Would tbit the | struc lure | binve, Ihc | min ifold | mu nr I | build, 
Hid ding my | or gin o|bey, || call ing its | keys to their | work, 

Claim ing each [ slu\c of the ] sound at a | touch, as whin j So lomonj 
willed 

Ar mics of | an gels that | soar, || Ic gions of | dc mons that | lurk 
2 Man, brule, | leptilc, | fly, || alien of ) end and of | aim, 

Ad verse | each from the | oth ei, | hea ven-high | hell deep re | moved, — 
Should rush into sight at once as he named the inefl able name, 

And pile him a pal ace straight, lo plea sure the pnn cess he loved 
Note the alliteration 

3 “All we have willed or hoped,” etc 
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was taken up by the seventeenth-century men and applied 
in the most various fashions There is no doubt that it 
lay behind Dryden’s use of the Alexandrine Browning 
has used it here 1 with real mastery The old rime coule , 
or romance-six, was a very effective rhyme-arrangement , 
but its monotonous recurrence of short line invited sing- 
song and Jingle — as Chaucer showed “ vengeably ” and 
once for all in Sir Thopas Here Browning shortens the 
couplet lines to sixes, lengthens line three to a full deca- 
syllabic, and when its correlate in the sixth comes, piolongs 
the lengthening to an Alexandrine He thus attains at 
once proportion and variety, while the constant short 
rhymed couplets prevent stiffness , and the moderate 
scale of the whole stanza compensates the variety with a 
due balance of form-recurrence Further, the extension 
suits, in a peculiar manner, the general scheme of the 
subject which it treats This is, as it were, a running 
remonstrance with self, the doubts of the natuial man 
countered with the secrets of the philosophers , and for 
this purpose the final Alexandrine serves as a chnchei of 
force and weight unattainable otherwise 

Almost enough has been said of the considerable blank- 
verse constituents of the book They make up nearly 
half of it, and in the contrast already made between the 
sobriety of “A Death in the Desert” and the apparent 
vagaries of “ Caliban ” and “ Sludge,” the three things 
observe a regular progression The “ Death ” has, as it 
ought to have, practically no “fanteegs” (is this the right 
spelling of that capital if unliteiary word?) , "Caliban” 
some, and “ Sludge ” many On the whole, “ Caliban ” 
pieserves the balance rather well, and shows the undoubted 

1 tIvL for LKTmpIc 

Not lh.it, mussing flowers, 

Vouth sighed, “Which rose make ours, 

Which lily leave md then ts best recall ?” 

Not that, admiring stars, 

It yearned, “ Nor Jove, nor Mais , 

Mine be some figured flime which blend r, ftamcends them all •” 

Observe that he has smuggled his Delilah of adjacent internal rhyme In 
here , but it is an exception 
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The later 
books 


advantage, for satiric-dramatic use, of this chartered liber- 
tinage in verse 

The other smaller pieces of Dramatis Personas must 
be briefly treated, but cannot be merely dismissed in a 
group In " Prospicc " — the second general favourite, I 
suppose — the fingering of the anaprest is most noteworthy, 
— the way in which the foot is, so to speak — violating 
anatomy, but not metaphor, — alternately “ forced on its 
haunches ” by strong pause of word and sense and 
general rhythm, and then let out in full career 1 The 
admirable lightness of “ Youth and Art,” half careless, 
half rueful, could not have been attained without audacious 
double rhymes As for “ A Likeness,” I suppose that 
one must have a double dose of original sin to enjoy 
it, and to have enjoyed it from the first I find that 
to this day virtuous persons are too often affected by 
its outrageous rhymes and the apparently (not really) 
disoiderly sweep of its heel-kicking metre, veiy much as 
those other well-conducted people the “islanders of 
Rum-ti-Foo” were, or would have been, at the gymnastics 
of then bishop However, I have never had any difficulty 
with it It is Prosody in the ring, of course Prosody 
going through flaming hoops, performing “ acts ” on five 
horses, and so forth But there are worse places than 
the ring, though no doubt it should not be made a 
continuing city 

Nor is it , for the varied measures of the “Epilogue” 
take us far otherwhere And if the solemn chonc chant, 
the “ godly joy and pious mirth,” of the first piece, the 
stately heroic quatrains (solemn in another way) of the 
despairing second, and the brave triplets, “bating no 
jot of heart or hope ” of the third, are not three pretty 
good diploma- pieces in prosody for a poet to lodge 
together and in half-a-dozen pages, I am greatly deceived 

Probably no more need be said of the blank verse of 
the later days from The Ring and the Book onwards 


1 Fear death? | to feel | the fog | in my thro-it, 

For the jour|ney is done ] and the sum|mit attained 
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The comparative popularity of this just- named book, 
combined (different as the two poets’ styles were) with 
that of The Earthly Paradise at nearly the same time, 
shows that, when Time pleases, verse-narrative may recover 
its old place with the general , and this is of value as a 
general historical-prosodic observation In detail it may 
be left , though there would be a certain interest (if men 
wrote now in folios, or would read them when written) 
in discussing, as a quaestio quodlibetahs, the reasons why 
such pieces as The Inn Album and Red Cotton Nightcap 
Country are more legible, in this curious hand-gallop 
(remember it is not a false gallop) of rocking- horse 
rhymelessness, than they would be in prose I think it 
would not be difficult to establish the fact that the 
verse really does “ cradle ” the thought, and the reader, 
in turn 

Some of the longer poems are, however, as is well Fifine at the 
known, more ambitious prosodically , and the chief of ratr 
them is, beyond all doubt, Fifine at the Fair For this 
poem — over which the “ Me Societies ” have, I believe, 
wagged their pows very specially, and not always with 
approval — I have, I confess, a partiality which by no 
means extends to most of its fellow's And that partiality 
is, at least in gieat proportion, due to the metre The 
singularly beautiful “ Piologue ” and “Epilogue” — each 
of them lyrically emancipated, as it w'ere, from the motive 
of the main verse, and wrought into fugues of the most 
delightful dream-variety — may have something to do 
with this. But the charm of a beginning and an 
ending of a few score lines each will not carry one 
through a middle of between two and three thousand, 
formidable in individual bulk and provocative in individual 
constitution 

There was perhaps something of that rather feverish 
and fem inine (let us, perhaps, prefer to borrow a famous 
woid from Sir Toby and say “ firaginous ”) audacity/ 
which distinguished B rowning, i n contrast to the^cslar— 
virility of Tenhyson'iT accomplished art, in the selection, 
dead in the teeth of the warning of the Polyolbion, of the 
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continuous Alexandrine for so long a poem. But in this 
case also, adventures were to the adventurous It has 
already been noted how very characteristic of Browning’s 
matter is the prevalence of “ shock ” — of the meeting of 
waves, of ups-and-downs and to-and-fro movements , and 
he has manipulated the Alexandrine so as to suit this 
tendency — nowhere more strongly manifested— after a 
fashion for which one can only make one’s very' best 
compliment to him As we have formerly said, the metre 
almost insists upon a strong middle pause, or it gets out of 
hand altogether But, with the strong middle pause, it 
risks a dreary monotony Spenser, even though he does not 
use it continuously, sometimes succumbs to this, though 
seldom Drayton does often, though by no means always 
Browning has deliberately accepted the conditions and 
exaggerated them The opening batch of four 1 are 
practically cloven down the middle — the antithesis of the 
Popian couplet is a mere crease to this cleavage , and 
though, of course, he has to run over the ditch sometimes, 
it is by no means often that he does it even in sense, and 
very seldom indeed that he does it in rhythm This 
abrupt and saccadt fashion of writing may tease a little 
at first I remember that, when the poem appeared, I 
felt it somewhat like Robinson Crusoe’s goatskin waist- 
coat before he “eased the arm-holes” But the arm-holes 
very soon get eased , and it “ trips and skips ” with us 
like Elvire (or at least as Elvire ought to have done, for 
there is suspicion that she did not) in the most suitable 
and agreeable fashion Perhaps you must have achieved 
Eidothee in order to find the secret of Proteus, and to 
accustom yourself to this partner But then the humble 
purpose of this book is to give people a little assistance 
in the achievement of the prosodic Eidothee — at any 
rate to send them on to the quest of her 

For my part I think the prosodic daughter of the sea- 

1 O trip and skip, Elvire 1 Link arm in arm with me > 

Like husband and like wife, together let us see 

The tumbling troop arrayed, lht. strollers on their stige, 

Drawn lip and under Arms, ind ready to engage 
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god has been a very Ariadne to me in clewing me through 
the mazes of this unique production I do not find it so 
in the fifteeners of La Saisiaz, which I never can read 
without a conviction that the measure is quite unsuitable 
for a long poem Nor can I take much delight in the 
octaves of 7 he Two Poets of Croisic , which do not seem 
to me to attain the merits, or avoid the faults, of that 
difficult scheme 

But the varieties of the later poems, though frequently 
interesting, become rather impossible Let us take a few 
only, from the time when, in Paufuarotto , he returned, at 
least occasionally, to the smaller setale In that rather 
oulrecuidant book especially, whether by a trick of 
Nemesis, the one female person who really understands 
irony, or intentionally, he uses “ the banjo ” more than 
any other instrument But even on the banjo there is 
the game and not-the-game to be played , and he generally 
plays the former The first of the “ l’isgah-Sights ” 1 has 
a curiously soothing and satisfactory rhythm, and it is 
not ill kept up in the second Indeed Browning has in 
few places better exemplified that higher suiting of sound 
to sense which is part of the nineteenth century’s prosodic 
discoveries The couplets 2 of the really beautiful poem 
with the stupid and ugly title, neither Greek nor English 
which might have been called “ Nympholept,” 01 “ Nymph- 
Struck,” or a dozen other names, make one regret that 
Browning did not try them oftencr Their rhythm is 
quite different from that of Sordello , though not from 
the still more beautiful close of “ In a Gondola,” and it 
has a strange resemblance to that of Tennyson’s blank 
verse 


1 Over the ball of it. 
Peering and prying, 
How I see all of it, 
Life there, outlying 1 


Roughness and smoothness. 
Shine and defilement, 
Gn.ee and uncouthness 
One reconcilement 


2 Still you stand, still you listen, still you smile r 
Still melts your moonbeam through me, white awhile, 
Softening, sweetening, till sweet and soft 
Inciease so round Lins heart of mine, that oft 
I could believe your moonbeam smile has passed 
The pallid limit 
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“St Martin’s Summer ,’’ 1 again (strange correspond- 
ence '), revives the old intricate karoles with no lack of 
charm, if with something of the autumnal sadness added, 
especially in the concluding three-syllabled lines with their 
far-off echo of “ Love among the Ruins The choruses of 
the Agamemnon are, of necessity, an almost total failure I 
hardly know any greater sign of Mr Swinburne’s natural 
and acquired sense of prosodic fitness than that he made 
his Atalanta choruses in ordinary English lyric rhythms — 
and yet he was not there translating. Only Tennyson 
in his “ Lotos- Eaters ” days could have achieved these 
things , “ and I doubt whether even then the remembrance 
of the originals would not have made the English seem 
unequal But the not very successful long verses 
(v sup) of La Saisias are pieceded by a beautiful break 
of lyric, and the penultimate of the Jocosena oasis 
was really a diamond of the desert The magic of the 
first quintet there 3 is hard to beat There was more 
sand for those who like sand-eating , but after many 
summers the swan died with a proper swan- song in 
Asolando The sand had not quite run out , but there 
is much else, and it can hardly be chance that the end 
lines of the Epilogue-stanza, including the last line he 
printed, if not the last he wrote, were examples of those 
miniature masterpieces which we have noted more than 
once, the trochaic monometer catalectics, “ Pity me,” 
“ Sleep to wake,” and “ There as here ” 1 

1 No protesting, dearest 1 
Hardly kisses, even • 

Don’t we both know how it ends? 
llow the greenest leaf turns seresl ? 

Bluest outbreak — blankest heaven ? 

Lovers — fi lends ? 

1 He Ins actually transferred some touches, as in the “two handfuls of 
white dust," etc 

J Never the lame and Lhe place 

And the loved one all together ’ 

This pith — how soft to pace 1 

This M ly — what magic weather — 

Where is the loved one’s face ? 

* Summary, as in Tennyson’s case, is postponed to the Intcrchapter 
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THE MID-CENTURY MINORS 

Cl issification — Mrs Ui owning — Her defect^ in form, especially in 
thyme, and diction — The supcriouty of hci stneLly mctucal 
poweis —Examples, especially “The Rhyme of the Duchess 
May” — Matthew Arnold His pcculiai position — His rliyme- 

less attempts “ The Strayed Reveller” — Early lyric and blank 
verse — “The Forsaken Merman " and “A Question” — “The 
Church of lirou ” and “Instram and Iseult” — “Isolation” — 
Meropc — Empedocles on Etna — “The Scholar-Gipsy,” etc — 
Kingsley — Some general considerations — The “Spnsmodics" 
— Some miscellaneous examples — Light verse Rarham — 

Thackeray- — Dramatic verse Retrospect — Miss Bailhe and 

Talfouid — Tennyson and Biowning again — Edwaid FitzGerald 
and the RubdiyAt 


THE poets, lesser than Tennyson and Robert Browning, of Classification 

the mid-nineteenth century, are numerous and interesting 

At least two of them, and perhaps more than two, can only 

be called “ minor ” in the strictly literal and grammatical, 

not in the transferred and lather derogatory sense But 

with these exceptions they must be, for us, rather examples 

of the prevailing principles which we have already indicated 

in their “ priors ” than special objects of prosodic study 

Mrs Browning, Mr Arnold, with Kingsley and the so-called 

“ Spasmodics,” present, individually or in group, the 

“ majorities ” of the minority the others we must pass 

over in a way rapid, if not quite so summary as that in 

which Spenser groups the minor jicrsonages of form and 

fear in the “ Masque of Cupid ” 

Elizabeth Barrett Browning was once called “a great Mrs 
poetess, and almost a great poet” That there is no sneer Browmn B 
in the word-play will be seen when we come to that 
VOL in 241 R 
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form especi- 
al !y in rhync, 


greater poetess and really great poet, Christina Rossetti , 
and the comparison at the same time demonstrates that 
the fatal want of form which mars the elder singer has 
nothing necessarily to do with her sex — if such demonstra- 
tion were not made entirely superfluous by the single 
name of Sappho But Miss Barrett’s form — Mrs Brown- 
ing’s became rather better — was certainly m many ways 
Jeplorable She had no doubt to some extent caught the 
disease from her mistresses in veise — if not from Mrs 
Heinans, at any rate from “ L E L ” , but she exhibited it 
in a degree with which neither of them — weaker as they 
both were in poetic" spirit — is chargeable, and in respect 
of winch Felicia, if not Letitia, is, as was allowed, almost 
blameless Hei tar for rhyme was probably the worst on 
record ,n the case of a peison having any poetic power 
whatever That she defended her atrocities in a well- 
known correspondence with R H Horne does not very 
much matter Nearly all women, and a good many men, 
have a- dislike to acknowledging that they are hopelessly 
and inexcusably wrong , while few men, and scarcely a 
woman, can harden their hearts as Wordsworth did and 
leave “ defence ” to well-meaning partisans But in her 
case the torts were so hopeless, and so inexcusable, that 
they cannot have been due to accident, carelessness, or 
eironeous system, on the one side, or, on the other, as in 
“ W W ’s ” case, partly to pique, and partly to the exaggera- 
tion of a not unwholesome or unreasonable reaction from 
predecessors They have been called " assonances ” by 
persons who apparently do not know what an assonance 
is 1 They sm against assonance almost, if not quite, as 
much as against consonance In this place it is proper to 
give large allowance, and not to proscribe such rhymes as 
“ -or ” and “-ore,” which, though by no means “ things that 
you can recommend to a fnend,” may be excused in one, 
or even in an enemy, when there is some special reason 
for them But there is no excuse for rhymes of “ -a ” and 
“-er,” even though our ancestors did spell "hunter” “hunts” , 

1 She has assonances, of course, but her worst things arc not even 
assonant 
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and the fact that a Scot like Gavin Douglas has 11 Palice ” in 
the sixteenth century, does not excuse an English lady, born 
even as far north as Durham, within the nineteenth, for 
rhyming “palace” to “chalice” The Scots also (or their 
printers), then and later, used “ v ” for “ w,” still later “ huz ” 
foi “ us,” but that would not justify her in adopting the 
style of Mr Samuel Weller Another rhyme of hers, 

“ mountain ” and “ daunting,” is so inexpressibly awful 
that we must merely mention it and pass by. No 
Spenserian eye-rhyme will excuse “ Idyll ” valued on the 
principle of “ fol-d e-riddle," or “ pyramidal ” with pen- 
ultimate long To make sure that thffcse horrid and long- 
known things are not unfair selections I dip in my usual 
sortts fashion, and at first try find “ natures ” and “ features ” 

(quite allowable, pci haps, in the eighteenth century, not in 
the nineteenth) Even the beautiful “ Romaunt of Margrct,” 
where the mere selection of that form of the name is a 
stioke of prosodic genius, cannot — though imitation of 
“ L E L” cuts its rhyme-allowance down to the absolute 
minimum — get itself through without such a miserable 
one as “ faith ” and “ death ” 1 

It is indeed needless to multiply instances of what itid diction 
is notorious to every critic — of what can only be dis- 
regarded or denied by people who either have no car at 
all, or are gifted with the possibly happy faculty of 
shutting their ears to discord in verse which expresses 
their sentiments or tickles their emotions Perhaps the 
crowning instance of all is in that strange welter of pre- 
posterous and genuine feeling — of ridiculous bombast and 
true poetic expression — “ Lady Geraldine’s Courtship ” 2 — 

1 It may seem Lhat this is a hypercritical objection But let the person who 
thinks so remember that the muddling of the values of these two words will 
spoil one of the most beautiful phrases in English for form ami meaning, 

“Faithful unto death ” “It thful unto dtath” ? “ B tzrthf ul unto Dayth^l 

Faugh } 

1 It one may timidly urge scruples against the majesty of “ The Poet and 
the Woodlouse ” (and with what reluctance it is that I except agnnst Mr 
Swinburne will be seen before long) it would be on the score of “gilding the 
lily ” Frank S medley's 

*As she tasked him, when she asked hnn, “Mr Johnson, is it well?” 
perhaps more truly rejoices the grave and chaste spirit, as a parody , though it 
is infuior as a poem 
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an example, by the way, which illustrates faults in diction 
almost as much as faults of rhyme 

From my brain the soul-wings budded, waved a flame about my body, 
Whence conventions coiled to ashes I felt self-diawn out, as man, 
From amalgamate false natures, and 1 saw the skies grow ruddy 
With the deepening feet of angels, and I knew what spirits Lan 

Now only conceive any one who had just used “ budded ” 
suggesting the pronunciation “ buddy ” for “ body ” at a 
few words’ distance 1 

These things arc horrible and heaitiending They 
make the process of reading Mrs Browning something 
like that of eating ‘with a raging tooth— a piocess of 
alternate expectation and agony Nor is the diction 
much better than the rhyme This, in some ways 
certainly, elect lady appears to have been congenitally 
destitute of all power of mental association , and you turn 
not many pages from the “ruddy buddy budding with 
soul-wings ” before you come to a “ confluent kiss ” 1 

If it is with difficulty, I say, that these things allow 
themselves to be conceived, it is with more difficulty still 
that, even by the unquestionable poetical merits that 
accompany them, they procure themselves to be pardoned 
If somebody some day should — worse things have been 
done — attempt a blending of the Divina Commedia with 
the Viaji del Parnaso, he will have to tax his ingenuity 
severely in devising proper purgatorial expiation for them 
Under her husband’s influence, however — which, as we 
have seen, was not really a bad though a very exception- 
ally constituted one in these respects, — she did improve a 
little, and you may read “The Great God Pan ” 1 and 
most of its contemporaries without any fear of being — as 
to your ears at least — subjected to the fate of Marsyas 
If she had at any time been half so bad a metrist 
as she was in rhyme- mastery and word -picking, it would 
be almost impossible to read her at all , but fortunately 
this was not the case She had, it has been said, inherited 
or adopted from her elder sisters a sort of general looseness 
which is felt even here sometimes , but she had a rarer 

1 Oi, is Us actual title goes, “A Musical Instrument ” 
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suggestion and a more varied supply of rhythm than they 
had, even as she had a greater general poetical gift In 
the early poems this rhythm, if rather undistinguished, is 
rarely incorrect, and the choruses of the Seraphim show that 
she had read Shelley at least not without profit Not a 
few of the early lyrics that accompany it exhibit the 
nisus towards varied music with no little success, though 
this success is often minimised by the stinginess of rhyme 
noticed The fact is, that in this respect as in all others 
— even, no doubt, the cacophonous rhymes to some extent 
— Mrs Browning’s curse was la fretta — hurry, absence 
of selection and revision A poetastress of later date 
excused herself for not attempting elaborate forms often, 
because (I quote fiom memory) “ a woman-singer’s heart 
is too full of the burden of meaning for them " This 
fallacy was, I am afraid, at least partly based upon the 
practice and attitude of Mrs Browning 

But, once more, that practice and that attitude were Examples, 
certainly less licentious in sheer measure than outside °f ' •’rh^Rhymr 
it, as she advanced in her career This is true, with what- of the Duchess 
ever limitations, as we have said, of “ Margict” , it is true Miy 
of “ Isobel’s Child” That easy-seeming crux, the couplet 
of trochaic sevens, is very well mastered in “ Night and the 
Merry Man ” , and though it would not be difficult to 
pick a score of small holes in “ Cowper’s Grave," she has 
managed, on the whole, to inform the fiftecncr with a 
passionate wing-beat which is not commonplace 

How discord on the music fell, and daihness on the glory, 
is not any "buddy s ” line 

I do not know that the Shclleyan influence, though 
developed with more originality, is much more happily 
shown in the Drama of Exile than m the Snaplum , but 
the Lyrics, which, once again, gave a makeweight for it in 
1844, fly much higher The Sonnets, even befoic those 
not “from the Portuguese,” have the right mixture of 
strength and steadiness in flight For all the rococo 
romanticism of “The Lay of the Brown Rosary” the 
metres are well chosen and deftly worked out , and I 
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think I have spoken with sufficient enthusiasm of “ The 
Rhyme of Sir Lancelot Bogle” to entitle me to admire 
that of the “ Duchess May” as verse For its matter, it 
is as full of absuidities as you like, and I never have 
quite known whether to dislike Mrs Browning or Octave 
Feuillct most, in respect of the death of the horses in this 
poem and in Julia dc Tn'avur But this need not inter- 
fere with recognition of the adequacy of the metre And 
I am bound to say that I think that adequacy very 
great and rather wonderful I hate thedieadful “ abe«/s ” 
that in the churchyard grow “Grey of bice” is to my 
eyes a ridiculous reminiscence-muddle of “ bright of blee ” 
and “grey as glass ” 1 But dismiss all this, let measure 
have its way , and if the effect of the refrain, of the 
internal rhyme, and of the peculiar last line does not make 
itself felt, I am sorry If any worthy person does feel it, 
and is made uncomfortable by a remembrance of The 
Roglc, his discomfort can be chased away very easily In 
the fiist place, half the merit of Aytoun’s magnificent 
parody — as of all parodies, and of all ironies that keep two 
faces undei one hood — is that there is the suggestion of the 
senousness and the passion behind the burlesque mask 
In the second place, let him observe that Aytoun, like a 
master as he was, has not kept the measure exactly He 
has omitted the refrain , he has quite altered the con- 
stitution of the line he has substituted for it , he has got 
the builcsque effect very mainly by making the last line 
rhyme triply with the halves of the thud, and he has made 
the "bob" something like an anapaest to give head-over- 
hccls effect There is no reason to prevent the admner 
of cither of these masterpieces from admiring the other, 
though it must be owned that Aytoun's, if the less onginal, 
is the more entire and perfect chrysolite of the two 2 

1 I do not, of coarse, mean that “bice” may not be genually vised of 
“ complexion , " but that the loss of the alliteration lobs the aichaism of excuse 
1 Two sluizas, one of the best in each, may be given 

There the castle stood up black with the red sun at its back — 

Toll slo vly — 

Like a sullen smouldering pyie with a lop that flickers fire 
When the wind is on its track 
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“Lady Geraldine” ( 'v . sup) is not quite so unhappy in 
metre as in phrase, though the protracted trochaics rumble 
and roll with a rather monotonous voluminousness But 
the “Vision of Poets" — which is nearly the worst of all 
in diction, and which, on the whole, is very inferior as a 
specimen of octosyllabic triplets to the “Two Voices” — 
has some fine passages of rhythm By the time of “ The 
Lost Bower ” she had learnt that it does not do to scant 
and stint rhyme , and though with her, in this respect, the 
part of Lady Bountiful was exposed to dangers, it has 
counterbalancing advantages The fiftecner, split twice 
and kept whole once, has no bad effect 1 

But there surely never was an apothecary who so 
insisted on putting flies in the ointment 1 She will write 
a really pretty, though somewhat mawkish and verbose, 
“ Lay of the Early Rose ” , and after straining the utmost 
possibilities of rhyme half a score of times, couple “high- 
way ” and “ mihi " Now there are several ways of pro- 
nouncing that dative, from the speculative value of 
“ mic/nn^ mallecho” to the wise and tranquil acknow- 
ledgment of nescience in “ my-hy ” , but out of none of 
them shall you get anything that comes nearer to “high- 
way ” than the latest abomination of desolation that has 
been imported into London by Heaven knows what 


“ Thirty casks are nearly (lone, yet the revel’s scaice begun , 

It were knightly sport and fun to strike in * ” 

“ Nay, tarry till they come,” quoth Neisli, “unto the rum — 

1 hey are working at the mum, 

And the gin ' ” 

Exception may be taken to the description of “And the gin” as “ sonic thing 
like an anapest 5 but doubteis may hi asked to compare lines 3 and 5 
throughout the poem , to observe that continuous trochaic will not suit 3 well 
at all , and lastly, to refer to what I have said of “ Love among the Ruins,” 
and shall say of Miss Velcy s “Japanese Fan 33 Thtre y and in othei places 
of Browning (see on him sub fin ), the full trochaic monomeler caLaleclic is 
required for weight and slowness Hcie Aytoun, shoitening the first s) liable, 
speeds it up, for seno comic effect, to something at least very near an 
anapa-st 

1 I have lost the dream of Doing, 

And the other dream of Done, 

The first spring in the pursuing, 

The first pude in the Begun, — 

First recoil from meomplelion, in the face of whaL is won 
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loathsome dialect, “hy-why” She writes a really (if, 
again, rather a mawkishly) pathetic poem in “Bertha in 
the Lane,” and, by way of making us like it, starts with 
the final triplet of her first verse as thus 

Though the clock stands at the noon = oo 

I am weaiy 1 have sewn [soon], =0 

Sweet 1 foi thee a wedding-gown [goon] =ou 

The stanza forms of both of these, whenever you can 
get them free of these intolerable degradations, are dis- 
tinctly happy So is that of " The House of Clouds ” 
(where, by way of a “ farthest,” you get “ on ” rhymed to 
“ tune ”), and that of “ Catarina to Camoens,” where 
“burden” finds itself coupled with “disregarding” This 
latte* word certainly seems to express the author’s mood 
at the tune, and so to satisfy at least one of the then 
contemporary cnteria of poetrj 

Of the later pieces it is not needful to say much here 
They are all separated and transformed by the stronger 
and saner nature with which she had united hers But 
perhaps she lost something of her own, as well as gained 
much of his I do not find a “ Duchess May ” among 
these late things, either in its absurdity or in its spell , 
though, once more, she had never before attained such 
flawless music as in “A Musical Instrument” itself 1 
We may moral on her in the Interchapter 

It would be impossible for the most cunning ingenuity, 
furnished with unwearied pains and plenary power, to 
devise a more perfect contrast to Mrs Browning than 
Mr Arnold Indeed (though, for reasons obvious, but 
here unnecessary to mention, he never, I think, makes 
any critical reference to hei) I should imagine that her 
poetry, with that of the Spasmodics, was his ical substance 

1 Sweet, | sweet, | swell, | O l’in ' 

Pier|cing sweet | by the m |er I 
Ttlindjing sweet, | O great j god Pan ! 

The sun | on the hill | forgot | to die, 

And the 111 lies revived, | and the dragjon-fy 
Came baek | to dream | on the rivjer 

I hope it is not necessary to add the exquisite final sl.anea- her very highest 
attainment, perhaps, in poetry 
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of recoil — very much more than Tennyson’s, which he 
explicitly denounced, but implicitly in many ways followed 
With her everything was undisciplined, emotional, gushing , 
and at least too many things were slatternly, not to say 
slovenly With him everything was deliberate and (to 
the best of his judgment) disciplined , and it is certain 
that if there are any slips, they are slips of oversight, or 
definite theory, or deficient power, not of mere recklessness 
or ignorance We are told, indeed, that he took more 
trouble about his prose than about his verse, and it is 
quite believable But the result was not slovenliness it 
was only absence of that rather finikin mannerism which 
latterly marred the real elegance of his earlier style in 
the other harmony He could not, and he did not, 
escape the general tendencies of his generation That 
he has left no long poem may be partly, but cannot be 
wholly, due to his avocations from poetry , and that he 
has in his earlier work, as in the “ Church of Brou,” 
constantly varied his metres is an unfailing tell-tale That 
he started with unrhymed broken verse, and much later 
championed the English hexameter, may, or may not, speak 
unfavourably of his prosodic taste and judgment , but it 
at any rate shows that his mind was exercised on the 
subject Nobody — at least nobody of his cultivation and 
character — ever broke the serried staves of the phalanx 
of blank verse into firewood, or attempted the forcing of 
the most beautiful circles into the ugliest squares, except 
of malice aforethought Yet it is at least remarkable 
that, except in the hexameter point, his wide-ranging 
criticism seldom or never touches prosodic questions It 
is by his piacticc, almost solely, that we can here 
judge him 

For his hexameters the common dock awaits him Hu Homeless 
the other cause may be called on at once The experi- "Vh'/'sl, ayL(] 
ment of “ The Strayed Reveller ” was probably induced, Rcvdiu ' 
partly by following of German, partly by the pseudo- 
classical dislike of rhyme, but mainly, no doubt, by that 
caprice, that desire “to be different,” which (let him 
denounce it as he would) was quite as evident in Mr 
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Arnold as in any other child of his time There are 
nice things in the poem , but its vehicle is fatally exposed 
to the process of “ taking out the linchpins,” if indeed it 
has any It is probable that Mr Arnold, like most 
young Liberals of his time and since, despised Southey , 
but Southey's prefatory remaiks to 7 halaba would have 
saved him from the erroi into which he falls here to a 
quite ludicrous extent I have known Heine’s Nordiei 
almost by heart for all but fifty years , but I never feel 
or felt inclined to read it as blank verse, and, what is 
more, it is almost impossible to do so Even when he 
wrote a line like 

Und (lurch die srhwarze Wolkenwand, 
which gives treacherous invitation to an opening iambus 
in the next line, the cunning poet avoids the snare, and 
continues with 

Zuckt der zackige Wettcrstiahl, 

which leads the cai off in quite a different direction A 
full line >ou may sometimes find, such as 

Audi dich erkenn’ ich, auch dich, Apluodile 
But this does not matter at all , for in it± neighbourhood 
it does not in the least give a geneial blank-veise tone 
From this tone, as the examples given below will show, 
Mr Arnold could not escape. 1 

1 [F\er new imgic • 

Hist thou ihtn lured hither,] 

[Wonderful Goddess., by ihy art, 

The )oung], [languid eyed Anipilus, 

I'lC-chus’ dailing — ] 

[ I hey stc llu Indnn 
Drifting, knife, m hand,] 

[His frul boat moor’d to 
A floating isle thick matted] 

[With Urge-leaved [a?uf] low creeping melon-leaves,] 

[a] And the dark cucumber 

flic naps, and stows them, 

Drifting — drifting , — Tound him, 

[Round his green harvest-plot, 

Flow the cool lake waves,] 

[r] The mountains ring them 

Here the first pitce is three pure dccasyllibles, with redundance, cut into 
five The second requires only Ihc addition of the italicised “and” to make 
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The other early poems are mostly happier in their Fariy lyric and 
prosodic respects, though perhaps they show that their 1)lank verse 
author would never be a specially prosodic poet The 
finest of them — the Shakespeare sonnet — is fully up to 
the mark in this way, and in others he is much more 
than merely up to it “ Mycerinus ” attains more than 
fairly that peculiar quality of the sixain which, as we 
saw, the unerring genius of Spenser discovered in the 
first poem of the Kalcndar — a melancholy and somewhat 
monotonous majesty, which docs not reach the plangency 
and splendour of rhyme-royal But he leaves it, even m 
this poem, for blank verse, and does better theie For 
his blank verse is really fine, and in one or two passages, 
such as the famous close of “ Sohrab and Rustum,” almost 
of the finest in its special class But that class has the 
limitations of specialty It is studied off Milton first 
of all, but lacks the “easements” which Milton gave 
himself, while retaining many of his mannerisms , and 
Arnold is uncertain with his paiagiaphs The first of the 
“Myceunus” batch, with its very Tennysonian close — 

Splintered the silver arrows of the moon, 

is fully adequate , and so is the short coda But the 
second tails off flatly The “Sohrab” close is, again, 
redolent of Tennyson, as are many things thioughout 
In “ Balder Dead ” (which perhaps for that reason has 
been the subject, I believe, of coterie adoration) he seems 
to have tried to adopt a more original form, classicalised 
in phraseology after a different pattern fiom Milton’s 
It docs not seem to me very successful Indeed, in all 
but the finest passages of this blank verse there is a kind 
of plaster-model feeling He uses few tnsyllabic feet, 
and probably meant those he does use to be slurred In 
short, he is a little stiff at these numbers 

For neither rapidity nor flexibility of movement was ever 


it a compltte blank verse passage with two shortened lines or half lines, 
x and y, of the kind common in Shakespeare The poem is crammed with 
shorlei stanza-pieces of the same kind And it is perhaps desirable to point 
out that it docs not matter whether their occurrence was conscious or 
inadvertent 
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"The Mr Arnold's forte , it is much if, in a celebrated example, 

McnmiD" and h e a tt ams to a graceful undulation This is, of course, “ The 
' ' a Q uestion Forsaken Merman,” which I am entirely unable to despise, 
though I believe it is a mark of being a superior person to 
do so Poetically it seems to me a beautiful thing , and 
prosodically the numerous variations from iamb to trochee 
and anapaest — even, as some would say (and perhaps 
they have a more plausible case here than in most other 
places), amphibrach — appear to me to be managed always 
satisfactorily and sometimes consummately lie got it 
from Ryion, 1 I suppose, this rocking-horse movement (as 
it is profanely termed) of 

The hoarse wind | blows colder , 

Lights slime in | the town 

But the way in which these verses half-rise, half-sink, 
tlnough various motions to a calmer tone, till they end 
sadly in 

She left lonejly for evjcr 
The kings j of the sea,- 

gives inc the prosodic thrill that I want If anybody 
cannot light on this box he must “ seek another,” 
as the German landlord, successively immortalised by 
Erasmus, Scott, and Reade, inhospitably, but after all 
quite logically, had it of his inn 

There is another piece which is not prosodic “common 
form,” and which I like very much, and that is “ A 
Question To Fausta ” It can be scanned well enough 
with simple iambic and trochaic alternation , but it 
suggests, as other nineteenth-century poems have been 
allowed here to suggest, a sort of whimsical syzygy into 

1 V sup p 97, Bui it m 1} h ivl been from Cl irfhen s song in 

2 The compmson of these two couplets should suffice, I think, to show 
that the incisure is really not aniphibr.achic, but anap eslic But let us have 
the whole penultimate stan/a in this latter scansion 

Come away, \ away children. We shall see, | while above | us 

Come children, come down 1 The waves | roai and whirl, 

The hoarse ] wind blows cold|er , A ceil|ing of am|ber, 

Lights shine | in the town A pave|menl of pearl 

She will start | from her slum|ber Singing “Ilere | cime a moijtal 

When gusts | shake the door , But faith | less was she 1 

She will heai | the winds howl|ing, And alonL | dwell foi evjer 

Will hear | the waves roar The kings | of the sea ” 
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four-syllable feet, or trisyllables with two longs At least 
the opening couplets of the two first stanzas indicate 
special stress — a sort of “ double-longing ” process — in 
“ comes,” “ ebbs,” “ dawn,” “ smile,” and seem to gather 
round them the comparatively weaker though not 
absolutely weak syllables “ joy,” “ and goes,” “ hope,” 
“ and flows," etc But it must be admitted that this 
appearance as of paeons or even epitntes does not work so 
well with the third , 1 and it is possibly a mere phantasm 
Reference has been made to the remarkable and tell- 
tale influence of the Zeitgeist on the variations of metre 
of the “Chuich of Biou ” — variations which arc repeated 
on a diffeient and larger scale in the extremely interest- 
ing “Tristram and Iseult” The “Church” opens with 
some of the cheapest and most insignificant modern ballad 
metre, with double unrhymed endings to lines one and 
three — stuff worthy of Mickle, or the Della Cruscans, or 
the weaker early Romantics The second part has a more 
complicated and manlier stanza And then in the third 
you have some exceedingly fine heroic couplets, not in 
the least eighteenth-century in character, but on the other 
hand, though fairly enjambed, not at all Keatsian 
Suspending further comment on this, let us turn to 
“Tristram and Iseult” It opens with a decasyllabic sixain 
split into conversation, which passes on to Chit stab cl 
metre of no bad kind, occasionally intei rupted by deca- 
syllabic couplets from the wounded knight This part 
ends suddenly with two of the best anapaistic lines in 
the English language 

What voices are these in the clear night air ? 

What lights in the court ? what steps on the stair? 

But in the second part, when “ Iseult of Ireland " 

1 Joy cullies | and goes, hope ebbs | and flows 
Like Ihe wave 


Dreams dawn | and fly, friends smile | and die 
Like spring flowers 
Hut 

We count | the hours ’ | These dreams | of ours 
suggests nothing except the ordinary rhythm 


1 1 1 Iil Church 
of l5rou 11 and 
“ Instrim 
Llltl lSLUlt 
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appears, the metre changes to a quatrain of trochaic 
decasyllabics with the odd lines redundanced but not 
rhymed It is not very good , 1 and one is glad when the 
Chnstabel returns Yet, once more, it is the third part 
that bears the bell prosodically , and, once more, it is with 
heroic couplet Here, however, he has made a further 
stride, and in coming nearer to Keats has anticipated 
almost the very foun that Mr William Morns, a few 
years later, was to employ so admirably in Jason and The 
Earthly Paradise And this, too, is admirable — fluent, 
but not deliquescent, varied, but not (to me) wavering, 
excellent in bulk foi* narrative, delectable in detail as 
poetry Why he never took up this capital medium 
again is one of the mysteries of poetical and literary 
history Certainly a page of it contains more literature 
than all Litctature and Dogma, and is better for culture 
of the spirit than Culture and Anarchy extended to half- 
a-dozen volumes 

The main lesson of the miscellaneous lyrics is the old 
one — the variety of the tune , the adequacy and scholar- 
ship of the individual , but here and there a certain want 
of the inevitable and of original inspiration You will 
never be teased by nonsense , but you will rarely be 
gratified by special music This is not inoie true of the 
octosyllables of “ Resignation ” (an excellent thing poeti- 
cally) than of the varied lyrics of that cuiious miscellany 
“ Switzeiland,” which really ought to be reconstituted, or 
rather constituted, as a whole Only once, perhaps, in the 

1 'I he identity in diversity of the fault here with thaL m Tart I of “The 
Church of Biou ” is very striking 

Down the Savoy valleys sounding, 

Echoing round the castle old, 

’Mid the distant mountain chalets 

llark * what bell for church is toll d ? 

Ruse the light, my page ’ that I may see her — 

Thou art come at last, then, haughty Queen 1 
Long I’ve waited, long I’ve fought my fever, 

Late thou comest, cruel thou h ist been 

But at any rate he did not, as Mrs Browning would have done, think that 
“see her” and “fever” rhymed, or put “valleys” last to make a pleasant 
pair with 11 chalets ” 



CHAW II 


THE MID-CENTUR Y AIINORS 


255 


one very short thing of Mr Arnold’s (besides, peihaps, 
the Shakespeare sonnet) that I can call magnificent, 

“ To Marguerite — Continued,” 1 is the Marriage of Form 
and Matter absolutely consummated and consummate 
The incipient hurry of the quatrains — the check even in 
the second stanza where the sense seems to go on, but 
where, as closer consideration is given, it will be found 
that the a cene is changed , the reunion of the completing 
couplet, and the incieusing weight of each final line, 
culminating in 

The unplumbed, salt, estranging sea 
— there is no mistake about all this metrically And 
fortunately the abiding scholaiship prevents its quietly 
passionate sentiment from being interfered with by eve n 
the slightest false note of diction 2 

In the unrhymed choruses of Mirope he escapes the Mcnpe 
tamen usque tecurrct of the decasyllabic rather bettei than 
in the “ Strayed Reveller,” but by no means wholly , and 
they must be pronounced rather uninspired and uninspir- 
ing Such things as 

O heritage of Neleus, 

Ill-kept by his infinn hens 1 
O kingdom of Messcne ' 

Of nch sod, chosen by ciaft, 

Possessed 111 hatied, lost in blood, 


1 Eailici and better called “ Isolation,” a title later tr insfcrrcd to tin. 
fore goin^ piece 

^ Well as it ought to be known, a couple of stanzas should peihaps be 
given to illustrate the rather minute prosodic ciilicism madL above 

{ Yes 1 in the sea of life enisled, 

With echoing straits between us thrown. 

Dotting the shoreless watery wild. 

We moital millions live alone 
f The islands feel the enclasping How, 

\ And then their endless bounds they know 
r Hut when the moon their hollows lights, 

I And they are sw ept by balms of spring, 

I And 111 their glens, on sLarry nights, 
l The nightingales divinely sing, 
f And losely notes, from shore lo shore, 

\ Across the sounds and channels pour — 

The third is weaker — in fact weak almost to the point of flaccidity , but the 
fouith mends all with the plunging wave thunder of "unplumb’d — salt — 
estranging ” 
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are sheer prose — prose of a rhythmical character no 
doubt, and adopting poetic diction in some respects of 
order and phrasing , but not English verse at all, and not 
in the least made so by fact of their more or less exact 
correspondence with another piece of the same rhythm 
more or less on the opposite page What might happen 
with musical assistance need not be speculated on I 
believe it may be said with fair assurance that the English 
ear is not -very eager to detect such a correspondence , for 
the simple reason, not that it is dull, but that the English 
language, without rhyme and without more marked returns 
or tallies of rhythmical ariangemcnt, will not retain an in- 
dividual form long enough, if indeed it will gladly receive 
such a form as that just quoted even for an instant 1 

Very different is the far earlier and happier Empedoiles 
on Etna This piece, which, except some fragments, he 
left in limbo for many years, in obedience to an arbitrary 
critical whim , 2 is quite a good composition piosodically 
The opening blank verse is crisp and fresh, if not distinctly 
out of the common , and the lyrics are sometimes really 
beautiful The daughter of Cupid and Psyche, volatile as 
she is, never deserts the reader in the Lyudas - measure of 
The track winds down to the cleai stream 

after its first couplet, or in the following octosyllables 
The graver mcasuic 8 of Empedocles’ recitative is not 
always too grave for her, as here 4 And Callicles' re- 

1 For thertasnn indicated the. ampa_slic parts arc belter, but scarcely good 

2 I must interject a distinction I do not mein that the famous doctrine 
of 44 inadequate action” (as wc may call it for shortness) is a “ whim ” in 
itself, but as applied to poetiy It has never been neglected by the novelist, 
01 by tile dramitist for the theaLrc, save at his peril, though that peril has 
const inLly been incurred, md has generally turned itself into perdition But 
with iclion, poetry, as I use the word, has nothing nt.resmuly to do , though, 
ol course, if the poet tries to Lell t story, he undergoes the liability of the 
story teller 

J There can be, I think, very little doubt that this measure was in Mr 
Browning’s mind when he devised the much greater but still not wholly dis- 
similar one of “Rabbi Ben Fzra ” many jears later Oddly enough, loo, the 
sentiments likewise igree , though Mr Arnold meanwhile had turned renegade 
in this respect (cf “Growing Old”) 

4 In the very opening 

The out spread woild to span 
A cord the Gods first slung, 
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sumption with “ Far, far, from here ” seems to have been 
too much even for its father’s stoicism, as he used to 
print it during the occultation of the bulk of the piece 
Later the uglier rhymelessness reappears sometimes 
But there are consolations , and when Empedocles (all 
except his pattens, according to the wicked version of 
the story) has vanished, tired, from a tired eaith, Calhcles 
rescues rhymelessness by rhythm in those charming lines 
“Not here, O Apollo,” etc, on which the only blot is 
“hotness” “Hotness” is a vile word, but the rest of 
the song is very far from vile 

There are many other things of Mr Arnold’s which I ■•TheSchoUr- 
should like to mention — the beautiful early cadence of G ' psy ' etc 
“ Requiescat ” , the quaint, but appropriate and effective, 
monotone of the “ New Sirens ” , the stately symphony 
of sound and sense in “ Dover Beach ” , the humorous 
adequacy of “ Bacchanalia ” , the strong passion which, 
as we have seen it do so often in other forms, fuses the 
ineffectual and ungainly rhymeless Skeltonics into some- 
thing grave and noble in “ Rugby Chapel ” and “ Heine’s 
Grave” But there are three which must supply a con- 
clusion not quite so lightly detailed — the “ Scholar-Gipsy,” 

“ Thyrsis," and “Westminster Abbey" — poems far 
separated in date , appealing to very different sympathies 
in subject , but showing in the poet, alike at the outset, 
the middle, and the close, or almost the close, of his 
poetic career, an admirable artist He certainly had one 
of his own “ heaven-sent moments ” when he chose the 
mcasuie for “ The Scholar-Gipsy” He wanted a stanza 
of something like the capacity of the Spenserian, but 
of a different tone , and this wasp-waisted or dice-boxed 

And then the soul of man 
There, like a mirror, hung, 

And bade the winds through space impel the gusty toy 

Hither and thither spins 
The wind-borne, mirroring soul, 

A thousand glimpses wins, 

And never sees a whole , 

Looks once, and drives elsewhere, and leaves its last employ 
It is very long ind it is rather unequal, descending to mere prosiness not 
seldom , but its capacities remain 

VOL III S 
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dixain is exactly the thing 1 There are really few pieces, 
out of the topmost masters, in which matter and form 
seem more peifectly wedded On the other hand, in 
“ Thyrsis ” he might have used the Spenserian if it had 
suited him (which, I think, it would not have done), as far 
as suiting the subject was concerned But Adonats barred 
that, and thcrewas strong argumentforcontinuing the metre 
from what practically was the earlier part , and he has 
moulded it to its slightly changed purpose quite unerringly 
In “Westminster Abbey” he kept the number of the 
lines, but largely altered their outline The conception of 
the stanza cannot have been without a sort of “ motive ” 
hint from Milton’s “ Nativity ” , but he guides it skilfully 
off into quite a different total effect And, once more, this 
effect could not better have suited, I do not say its 
subject, but its purpose Few nobler examples of verse, 
in all but the highest kind, were written m the last quarter 
of the nineteenth century than that given below , 1 few in 
the midst of it than the earlier companion d 

Once more, the general characterisation of Mr Arnold’s 
verse will be better kept, with that of the verse of Tennyson 
and the Brownings, to the Interchapter , and we must 
proceed to a more summary survey of the minorities of 

1 Still nursing the. unconquerable hope. 

Still clutching the inviolable shade. 

With a free, onward impulse brushing through, 

By night, the silver’d branches of the glade — 
l'ai on the forest skirls, where none pursue. 

On some mild pastoral slope 
lianergc, and testing on the moonlit pales 
Freshen thy flowers as in former years 
With dew, oi listen with enchanted tars, 

From the dark dingles, to the nightingiles ■ 

2 The Minster’s outlined mass 
Rose dim from the morass, 

And thitherward the stranger took his way 
Lo, on a sudden all the pile is bright ’ 

Nave, chon, and transept glorified with light, 

While tongues of fire on coign and carving play 1 
And heavenly odours fan 
Come streaming with the floods of glory m, 

And carols float along the happy air, 

As if the reign of joy did now begin 

8 Given above in Note i 
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the peiiod Some of them are, as has been said, minori- 
ties only in a sort of accidental fashion , and one of 
the most remarkable of these is Charles Kingsley 1 have 
known some people uplift the eye of astonishment, or put 
out the lip of scorn, at praise of Kingsley as a poet But 
these people were mostly negligible, either in respect of 
general competence, or by reason of the curious antagonism 
on non-literary points which he contrived to excite in 
very different quarters What is more surprising, I have 
known persons, who rank as men of letters, to inform the 
public, as of something not common knowledge, and per- 
haps not familiar to themselves, that he wrote verses On 
the other hand, catholic criticism need have no doubt about 
calling Kingsley a poet sans phrase , though one who pro- 
duced extraordinarily little poetry The fact is that he 
had far too many irons in the fire, and kept them going 
far too busily His novels would be an immense loss, 
and need not have interfered much , his sermons, which 
are sometimes excellent, were duty-work, and need not 
have interfeied either, as witness Donne and others 
But his early wanderings after the will-o’-the-wisps of 
Christian Socialism (except that he caught a poem or 
two from it), and his history, and his cnticism, and his 
controveisies, and his coui tiership, and half-a-do/en other 
things, got in the way of the Muse in a veiy provoking 
fashion, all the moie so that for most of these functions 
he was utteily disqualified 

But even these things did not wholly choke the good 
seed that the patient goddess sowed , and from “ The 
Poacher’s Widow” to “ Lorraine, Lorree” 1 it gave delightful 
flowers Of the hexainetrical character of Andromeda we 
are bound to speak elsewhere , its character as a rushing 
body of vanous and yet graceful English verse can 
escape nobody who has senses to appreciate such an 

1 This singular and charming thing — his last and one of his best — is an 
absolutely palmary example of the avrdpK^La of true prosodic music 

Are you ready for your steeplechase, Lonaine, Lorraine, I orree ? 
with the lhylhm rocking, never identically but always harmoniously, to the 
“ Uirum, b aril 111, barce ” refrain, is a “windfall of the muses ” if ever there 
was one It also exhibus the peculiar charm of mono-rhyme 
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entity. The quaint pathetic partisan pamphlet of The 
Saint's Tragedy has nothing to fear from prosodic 
censorship , and the proportion of the smaller pieces 
which must be crowned by any competent prosodic 
Academy, if presented to it, is extraordinarily large I do 
not know that the famous 11 Sands of Dee ” is one of 
these, it lather lays itself out for music, instead ol 
indicating, like the swan -song above cited, the music 
that is to come to it if it likes Prosodically speaking, 
I could be content never, in Calvei ley’s words, to have 
“ heard imaginary Maries Call fictitious cattle home ” 
But it is not so with “The Three Fisheis,” which wants 
no music at all, though it is not disfiguied by its well- 
known setting, and is a wonderful confection in anapaests, 
fingered into a plangency which is rarely connected with 
that metre The thud familiarity, “ The Starlings,” stands 
between the two in relation to music, being written foi 
it, but is much less dependent thereon than “ The Sands 
of Dee" The use of trisyllabic feet here is very artful, 
and the lines arc really line-pairs I should like to dwell 
on “Dartside”, and the “Dolcino” pieces, in spite of 
Dante and his commentators, have always given me a 
wrong-headed weakness for that heretic The 11 Long- 
beard’s Saga ” is certainly the best of the rather bastard 
attempts to get sound-equivalent for the old short epic 
line, and “Swan Neck” is finely managed In fact 
hardly a piece is prosodically commonplace Where will 
you find more pleasantly rolling fourtceners than the 
“ Isle of Aves ” ? 1 The blanks of “ Sappho ’’ undoubtedly 
owe something to “Ulysses,” but they aie about its best 
followers And “ Earl Haldane’s Daughter,” and the 
“Night Bud,” and “The Dead Church” (which happened 
at that tune to be particularly alive, though he would 
not know it), and the wonderful “Bad Squue,” and the 
best things in the very early “ Weird Lady ” and “ Red 
King” are all ai tides of choice If this man was not a 

1 In strictness, “ 1 he Last Uuccanier ” , but I call it as above to prevent 
ronfusion with Macaulay ( v sup pp 135-137) “The Rad Squue,” inf , is 
an alias of 41 1 he l’oAiher’s Widow,” sup At its original appear ince in 
YcaM he called it niilhir, but “A Rough Rhymt. on a Rough Matter ” 
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predestined verse-smith there seldom has been one And 
then he went and exposed his poor bare legs to the 
arrows of pottering pedants, and tried to argue with John 
Henry Newman 1 

It IS just at this point that the difficulty of Selection, Some general 
which will press on us in this and the corresponding conslderllllons 
chapter of the next book, begins to pinch sharply There 
is a certain class of hasty thinker, apt to complain of 
detailed notice being withheld from contemporary, or 
nearly contcmpoiary, minorities, while given to those — 
possibly, if not certainly, no better — of earlier times 
To any one who thinks a little more slowly and closely, 
the justification — in fact the necessity — of this will very 
soon reveal itself In regard to the farther past, Time 
has often selected and arranged for us , not in respect of 
popularity, for that matters little, but in respect of first 
exhibition of peculiarity and consequent exercise of 
influence And, as a matter of fact, we have neglected 
hcie all but the more important lepresentatives of schools 
such as the Metaphysical and the Popian But theie is 
yet another consideration affecting the admission of the 
minor mid-nineteenth century writers The great piosodic 
lesson of the time — the variation and multiplication of 
metres — had been so thoroughly learnt and so extensively 
performed by the two leaders — Tennyson and Biowning — 
that there was comparatively little left for others to do, 
either in the way of novelty, or in the way of what may 
be called invitation of reaction We have seen that 
Matthew Arnold, though inclined to this latter process 
in general, is for the bulk of his work very distinctly 
polymetric, though some of his attempts, especially in 
rhymcless measures, are as little happy as they aie new 
And if we turn to the contemporary development most 
apart from Mr Arnold’s, the so-called "Spasmodic ” 1 

1 I have, I think, seen this Itnn objected to as ephemeral and ouL of date 
Now nothing lint is good can ever be out of dale , and it is a matter of the 
profoundcst mdifTuence whether what is not good is in date or out of it 
The term f ‘ Spasmodic” was and is a good one , better, in fact, than its older 
fellow “ Met lphysical ” There have been, are, and doublless will be 
Spasmodics whenever the Lord of Poetry has thought it, thinks it, or may 
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school, we shall find the same lesson taught in a 
different way 

They do not often seem to have thought of going very 
far afield in metre or rhyme , in fact they could not go 
much further than Mrs Browning — who was a Spasmodic 
in petticoats — had gone aheady It is true that they 
made it up in extravagance of thought, arrangement, and 
diction The endless telescope of Fcstus ai ranged its 
interminable “draws” in blank verse neither very good 
nor very bad Its author’s lyrics are quite undistinguished 
The unfortunate and rather amiable Jones — Jones the 
politician, not Jones the poet , Ernest, not Ebcn — who 
was so brutally treated in an English Bastille that he 
died twenty years afterwards, had no bad knack of 
fluent lyric verse, though he never attained the energy of 
Charles Mackay, or even of his senior, Ebenc/er Elliott, 
or of his very disreputable though clever junior in Radical 
verse-making, Robert Brough Even m the two real 
poets of the school, Alexander Smith and Sydney Dobell, 
something of the same general prosodic chaiactcr (not 
badness, but indistinctness) is seen, though less in both 
of them and least in Dobell Alexander Smith’s best 
things arc perhaps in blank verse , 1 undoubtedly Tcnny- 
sonian as it is in spirit His lyric was sometimes flesh 
and happy, as witness the “Barbara” song in “ Horton ” 2 


think it pioper to afflict his heritage with this plague Anri when the author 
of Iitfu* tiled, only the other day, he could have “ settled the succession of 
the stale ” without much difficulty 

1 Such ( as the passage which Kingsley pronounced “only exquisitely 
pretty ’ 


The bridegroom sea 

Is toying with the shore, hib, wedded bride, 

And in the fulness of his m image joy 
lie decorates her Lawny blow wiLh shells, 

Retires a space to see how well she looks, 

Then, proud, runs up to kiss her 

This “ only” has always made me think of a comment once passed on that 
curious corrupt Jingle of a refiaui, llotum pot mu paradise tan turn ftny-mory 

dictum do marct 4 4 Paradise tan turn ? Why, whit the did the fellow 

want more ? ” 


2 On the Sabbath day. 

Through the churchy aid old and grey, 

Over the crisp and yellow leaves I held my msthng way , 

' And amid the words of mercy, falling on my soul like balms, 
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Others, like the blank verse, are perhaps too Tennysoman, 
but a large number of imitators have shown how easy it 
is not to be Tennysoman enough 

Still, Dobell could do better Nobody of competence 
has ever had any doubt about “ Keith of Ravelston,” 
though there is really very little in it except the elf-struck 
echo of the refrain, which depends for almost its whole 
appeal on the strongly' contrasted resonance of the four 
different vowels 1 

Examples crowd on the memory, sometimes in an Some 
insistent and lather reproachful manner, to be met by 
the lemindci that this is not a Hook of beauties 1 
mentioned Charles Mackay just now, and though he was 
apt to be theatrical and glib, theic is no doubt about the 
stamp of his “ Cholera Chant ,” 1 a thing of which the 
nineteenth century gave as much the metre as the subject, 
and far superior in movement to the more frequently 
quoted “Oh, ye Tears” It is not merely an unusually 
lucky marriage of music, nor merely a universally appealing 
sentiment, which makes the merit of Milnes’s “ Strangers 
Yet” The mould of the metre has much to do with 
the success of that admirable piece of war -verse, Sir 
Francis Doyle’s “Red Thread of Honour” “The othci 
Jones” — the Ebeti one^is prosodically w'hat he is 
poetically, not “a great perhaps,” but a perhaps A man 
who did not die till he was forty had, on the analogy of 
Shelley and Keats, plenty of time to show what was in 
him , but Jones only managed to show what might have 
been in him Nevertheless he has an interest which is 

’Mid the gorgeous storms of musjc, in the mellow organ calms, 

’Mid the upward streaming prayers, and the rteh and solemn psalms, 

I stood careless, Barbara * 

1 O K^rlh of Ravelston 
The .>< 7 / rows of tly/ Iz/ie 

2 Den ’it on the sLream the vipours 1 ly, 

Thick as wool on the cold highway , 

Spunky and dim each lonely lamp 
Shone on the streets so dull and damp 

I have italicised the opening syllables to draw attention to the extraordinary 
“high pressure ,J that the poet has got on them He has piat tically made 
them monosyllabic feet with anapxsts to follow, though the piece will scan — 
abacus fashion — as lambiLS 
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not in dozens of men who have done better " The 
Hand,” “ Rain,” “ When the World is Burning,” have in 
them prosodic germs of something which their author has 
not brought out, but which no other has They are no 
echoes they are embryos Clough, who, like his friend 
and elegist, may be reprieved hexametrically, seems to 
me to demand, in virtue of his other verse, more than a 
stay of that judgment which has been rather rashly pro- 
nounced on him by some judges You may fight as much 
as you like about his general type of charactei, in as well 
as out of literature, and you may (I do) disagiecwith most 
of his opinions But ‘I do not think that the man who 
could impress, on his mere verse, the rest and the struggle 
of sea-faring in “Qua Cursum Vcntus”, the quiet scoin 
of “ The Latest Decalogue”, the rise of tide and dawn 
in the two famous last stanzas of “ Say not the struggle ” , 
and the wandering, restless quest of “ Easter Day,” was a 
contemptible artist At least, in this long research of 
mine, and the longer readings which have led up to it, 1 
have not found so many artists who could present these 
results , and I have found so many who could not 1 

Most of the wi iters with whom wc have been dealing in 
this chapter have been wholly, or almost wholly, scnous 
We must turn to some who — if not simply open to the 
charge (once brought against an innocent icvicwei by an 
enraged author) of “ contemplating the univcise thiough 
a horse-collar” — are mainly “light” And in selecting 
from them we must necessarily begin with one much 
older, as far as date of birth goes, than any one hithcito 
mentioned in this Book — in fact of the gcneiation of Byron, 
but one who did not do the work which establishes him 
hcie till quite the close of his life, and years after 
Tennyson and Browning had made their first appeal ances 
Thi Ingoldsby Ligctuh — delightful in many ways, and 
a curious touchstone of impaitial appicciation of many 
things — occupy, in the history of English prosody, a place 
as jalon, or characteristic boundary-stone, stage-mark, and 
guide-post at once I ventured 1 to compare the vast 
1 Vol i p 132 
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metrical miscellany of the Vernon MS to them, and the 
comparison, disparate as it may seem, deserves resuscita- 
tion from the historical point of view We have in the 
Vernon (though, of course, by many hands) an illustration 
of the variety which English verse had, even half way 
through the fourteenth century, attained by diligent 
development of the Teutonic-Romance blend of language, 
and by diligent following of foreign examples under 
indigenous influence, conditions, and control The hands 
were many , and it so happened that the greater single 
hand that succeeded them — that of Chaucei — did not 
attempt a very great variety of metres, though it advanced 
some marvellously It was the less loss, because of the 
impending dlMde of pronunciation 

But in Barham’s case the hand was one , and it came 
after nearly half a century of the most various performance 
by hands much greater than itself It has been seen — 
and the survey has been traced with some care as its 
successive moments made their appearance — that comic 
verse both recognises and stimulates prosodic accomplish- 
ment There is hardly a greater metnst, even in Greek', 
than Anstophanes , and that master of the metric laugh 
has been justified of most of his children — even Skelton, 
for instance, bringing something better than rhythm out 
of something worse than doggerel 

Indeed “Thomas Ingoldsby” had before him — im- 
mediately before him — in such masters as Canning and 
l’raed, exemplars and guides whom he could not gieatly 
better, except in volume, variety, and absolute case 1 He 
does not, as a rule, attempt the daintier and more delicate 
rhythms of Pracd , he deliberately, as it would seem, 
rejects the less exuberant motives of that master lie 
relics mainly, if not wholly, on the anapaest in its most 
uproarious and aciobatic mood He is, if you like, the 
circus-iidcr of English piosody, but he executes every 
act of his profession with consummate skill, and, what is 

1 And he had beside him not a few others, especially "bright bioken 
Maginn ” I have glanced at one or two things — the adapted “ Hundred 
Years Hence” and “The Pewter QuarL ” — of this accomplished criflsman in 
light verse, and I wish I could give him full room 
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of most importance to us, he does it in a mannei which 
is simply unthinkable, say, a century before — not easily 
thinkable half a century before Even Anstey had not 
dreamt of attempting — even Canning did not actually 
attempt — anything like the instantaneous changes of line- 
length, the sweep from ground to saddle, the pirouetting 
and foot-twinkling leap, the burst through papeicd and 
flaming hoops of rhyme, that diversify these three 
wonderful volumes 

A low kind of art ? That does not seem a necessary- 
subject of discussion The point is that it is the very 
highest kind of its own ait , and that is all that we have 
to do with An easy kind of art? Go thou and do 
likewise Thcie have been hundreds who went I 
doubt whether any very large percentage ever has done 
From the very first lines — 

On the lone bleak moor, 

At the midnight hour, 

Beneath the Gallows tree , 

Hand in hand 

The murderers stand 

By one, by two, by three, 

to the verses which, long befotc Little Dornt, immortalised 
Bleeding Heart Yard, you will never find Baiham “miss- 
ing his tip ” 

And the beauty of it is that it could not have been 
done if long generations, of sometimes most solemn 
practice, had not suppled the muscles and sinews, 
strengthened the constitution, enlarged the aims and the 
capacities, of English prosody The rush of the verse — 
which is almost impossible to overtake in actual reading 
aloud, though eye- and mind-reading will do it easily 
enough , the audacious manege of the measures — checking, 
letting out, forcing to rear and curvet , weighting and 
lightening the movement , flashing gyrations as when a 
boy flourishes a squib in patterns and flings it from him 
as far as he can — could not have been achieved without 
the loosening of the whole prosodic system from the 
hamper of eighteenth-century rules — without the suppling 
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and hssormng of the anapaest itself — nay, without the 
loftier but closely connected experiments of Milton, and 
Shakespeare, and Spenser All soits of things suggest 
themselves to one m further and further stages of prepara- 
tion and attempt — through “ Back and side, go bare, go 
bare”, through the snatches of the Miracle Plays and 
the Ballads , through “ Lenten is come with love to 
town,” and the “ Love Rune,” back to the very stammer 
of Godric, the earliest chirp of the half-awakened bird 
Grotesque, burlesque, parody, caricature in matter, in form 
pure and pcifccted English prosody, with not a variation 
of norm that is not easy to be accounted for, not a 
licence but of those which the severest may allow himself 1 

The longest of Thackeray’s woiks in veise, ami one of Thackeray 
his earliest good things, is an Ingoldsbian imitation — the 
lather variously titled “Legend of St Sophia”, but he 
was to do verse-work quite different and much better 
The prosody of his “Ballads" is not a careful prosody , 
it is probably as little deliberate or recherche as any that 
we have examined in these hundreds of pages There 
was a time — and I am not sure that this time is altogether 
gone — when people would have been almost indignant, 
and quite contemptuous, at the idea of its being giavcly 
considered here at all Yet it is not to be missed, cither 
as an example of the actual phenomena of its own 
days, or, more importantly still, as an illustration of the 
yeoman’s service which very largely varied and very 
freely exercised versification can do to poetic expression 
No one with an ear can have missed either the admirable 
translation into metre of the rub-a-dub of the drum in 
its “ Chronicle,” or the singular felicity of the change 
when the chronicler comes to offer his own meditations 
The contiast is repeated — in quite different mode and 
material, but with an equally successful result — in “The 
King of Brentford’s Testament,” and the “ Age of 

1 It is very difficult to select a typical example, for thL variety is of the 
essence Perhaps, on the whole, “The Smuggler's Leap" will do as well as 
any , and the stanzas of its catastrophe will especially show LhaL combination, 
of almost incredible speed and almost mfiniLe change of verse gesture with 
strict leguHnty of principle, which has been indicated 
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Wisdom ” (another for the quintet), and the “ Mahogany 
Tree,” and the “Ballad of Bouillabaisse” If he did not 
deliberately plan it, no prosodic coup was ever more 
unconsciously successful than the sudden shortening, with 
no precedent, of the last line in " The End of the Play ” 
The use of the rhythm in " Piscator and Piscatrix ” , 
the management of the double rhymes in “ Vanitas 
Vamtatum”, the diabolic ingenuity of the double parody 
of Shelley, or Scott, or Lewis, in “The Willow Tree”, 
the solemnity of “ King Canute ” , the (let us say) absence 
of solemnity of the “ Battle of Limerick ” , the sti urn-strum 
of the “Three Christmas Waits”— all these effects are 
consummate The verse takes the exact form that the 
sense requires , it is a question whether its accompani- 
ment docs not definitely add to, and " extra-illustrate,” 
that sense 

To Barham and Thackeray it is perhaps only necessary 
to add here the name of a writer who long outlived them, 
but was barely ten years younger than Thackeray himself 
— the name of Mr Frederick Locker, whom it is here surely 
not necessary to call Lampson Who is there — what dole- 
ful creature, fit for the company and habitation of owls 
otliei than that of Pallas and dragons that have nothing 
to do with Cynthia — who knows not the quaintly and 
delicately crumpled outline of “ To My Grandmother ," 1 
with its utilisation of the daintiest specimen of that 
remarkable trochaic monometer catalectic which we have 
noticed more than once or twice ? How agreeably the 
tailed double triplet suits “My Neighbour Rose ,” 2 and 

1 Wild her he took it directly or not from Holmes (z/ inf on him) matlcis 
little I suppose he did lie his nc\cr quite attained the serious beuily 
(v inf kgim) of tine sph ndid stan/a of his oiiginal, 1ml he is nlher damlitr 
What funny fancy slips 
h rom alwctn tin sc churrj Ups? 

Whisper me, 

Fair Sorcuess in punt, 

What tmnn says I mayn’t 
Marry l lice? 

s What change in one short afLcinoon, 

My own dear neighbour gone — so soon 1 
Is yon pale orb her honey moon 
Slow rising hiLher ? 
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how perfectly “ of the Priory ” are the anapaests of 
“Beggars”! “The Garden Lyric” is almost wholly 
serious, but its music would be less if it weie not for the 
unusual shortening of the last line, I do not know 
whether Locker or Calverley has imitated the “ Agincourt ” 
metie the more perfectly for comic use, and the some- 
thing which takes so much longer to define than to write 
appears again to perfection in “ Geraldine ” I do not 
think he managed either of Praed’s favourite octaves quite 
so well, though he adopted Mr Swinburne’s improvement 
in the last line of the greater one But it is only in 
comparison that these come short “ Everywhere in him 
we find prosodic adequacy and more — the exceptionally 
high level of it which, as has been said, such vcise 
requires 

The dramatic blank verse of the century descives Dramatic 
scpaiatc though not very extensive treatment, for }^ 0SlK cl 
more reasons than one It will enable us to group 
Tennyson and Browning in a fresh collocation, and to 
take notice of some poets who would otherwise haidly 
find a place here , while the subject in itself is interesting 
if rather disappointing, and will gear itself on desirably 
to former and more fortunate treatments of the whole 
matter 

We saw how, after the break-up of the special form of 
the medium before the closing of the theatres, and the 
further interruption caused by the popularity of the 
heroic, it was revived by Dryden and Lee, not at its old 
best, but, at their best, with something that bore at least 
the resemblance, in the literary sense, of a silver age to a 
golden We saw how no one else raised it even to this 
height — the inferiority of Otway’s, and still more of 
Southern’s blanks being, in great part, cause of their 
unsatisfactoiy character as poets. We saw further how, 
in the latest seventeenth century and throughout the 


O lady, wan and marvellous 1 
How often have we communed thus ! 
Sweet memory shall dwell with us, 
And joy go wiLh her J 
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eighteenth, a greater degradation fell on it, due paitly to 
actual poetical incapacity, but partly also to a certain 
confusion of kinds — the non-dramatic blanks of Milton 
being before the writers' eyes indiscriminately with the 
intensely dramatic blanks of Shakespeare, while in the 
latter case their attention was principally directed to the 
supreme, but extremely difficult and dangerous, achieve- 
ments in soliloquy Mercy to the reader, not idleness or 
pusillanimity in the writer, forbade the giving of any 
extensive examination of the strange chequerwork of 
bombast and baldness which appears in eighteenth-century 
blank verse of the dilmatic kind , but its general nature 
was duly indicated 

It cannot be said that the Romantic revival justified 
itself here as elsewhere The bombast was perhaps, in the 
best examples, a little reduced, and the baldness slightly 
relieved and tufted , but the results tended even more to 
a mediocrity not much more refreshing to eye and mind 
than the rhetoric of Young and Home, or the balderdash 
of Lillo, or the decent flatness of Hannah More Take, for 
instance, two such persons as Joanna Baillie and Talfourd 
Joanna was really “ a sort of kind of as it were ” in poetry 
Talfourd was a scholar and a man of letters, and could 
write verse which, if not deserving the great Pldiade 
epithet of mar brine, was fairly carved in no bad oolite 
Yet there is something extraordinarily unsatisfactory 
about both They not only want “ — that 1 ” but they want 
so many “ thats ' ” You turn from them, I do not, of 
course, say to Shakespeare or to Beaumont and Fletcher , 
I do not say even to the decadence of Elizabethamsm in 
its better passages , but to Dryden and Lee themselves , 
and you find a strange difference If you were (I do not 
say that it is impossible, but I remember none) to come 
across in De Mon fort or Ion, or, say, in Milman’s Fazio , 
which is fair mock-Elizabethan plaster, such a line as 

To the great palace of magnificent Death 
or 

Singing her flatlenes to my morning wake, 
you would “ wonder how the devil it got there,” acknow- 
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lodging its richness and deploring its rarity You might 
find echoes of the famous passage in the Mourning Bride , 
but could hardly be grateful for them 

In the second generation things, if a very little better, 
are not much better, and are still more curious Whatever 
the faults of the prosody we have been surveying in this 
Book, stiffness, feebleness, want of variety, are not of them, 
and the period might seem to have entered, to the full, into 
the Elizabethan heritage, without corruption of any neo- 
classic custom Moreover, to add to the wonder, blank 
verse in the non-dramatic form is practically recovered — 
and more than recovered 1 But ndt merely when it sets 
its feet on the boards — when writers confine themselves 
to the most obvious and self-confessing “ closet drama ” — 
the evil eye is on it , the curse is pronounced , the wax 
image is set to dwindle in the flame , the aiguillette is 
tied The spells may work in different ways, and achieve 
the evil result in different degrees — they are never entirely 
avoided or reversed Prepared as I am to fight, for 
Tennyson’s position among the primates of English poetry, 
with any adversary, and at all weapons of honour, I have 
said that his best dramatic passages s eem to me to have 
strayed from something non -dramati c I believe the 
extremcr Browningites maintain that if his best plays, 
such as Strafford and the Blot in the ' Scutcheon , are not 
full successes, it is due, not to inadequacy of medium so 
much as to the fact that his dramatic faculty, though 
strong of its kind, w as not theatiicall-y dramatic , and for 
once I am not indisposed to agree with them But still, 
his dramatic blank verse never seems to me to have the 
full beauty of its own class The famous apex (1 suppose 
it is that ?) of Mildred's self-excuse 1 is itself an instance 
I can read it to myself, as prose, without the blank verse 
making itself heard at all, though, of course, it scans all 
right You will not get Cleopatra’s death -words, or 
Othello’s, or the summit-verses of the Tempest — you will 
not get such things as those I quoted, and even gibed at, 

1 I — I was so young , 

Beside, I loved him, Thorold — and I had 
No mother God forgot me — so I fell 


Tennyson and 

Browning 

igam 
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in Shirley 1 — to suffer such a process as this The blank 
verse there is not “ obtrusive ” in a bad sense , but it sur- 
rounds, animates, pervades the meaning as does the very 
air of heaven with a living being , its piesence giving life, 
motion, power , its absence, death and destruction 

On the whole, I think the nearest to the kingdom, from 
which even these great ones were shut out, was a writer 
not yet mentioned, Sir Henry Taylor The author of 
Plultp Van Artevclde was a remarkable prosodist m other 
ways the first-corner could hardly be modeller at once of 
A litlle bird sat on a giccnwood tiLe, 
of the famous or once famous 

Quoth tongue of neither maid nor wife, 

and of the remarkable stanza of “ Lake Lugano ” , but 
the best of lus blank verse is perhaps better than any of 
these prosodically And yet it is noteworthy that it shows 
best m soliloquies , which (once more) tend to be, though 
they ought not to be, more like non-dramatic verse than 
any other part of a play, and certainly are more likely to 
escape censure for being so My favourite passage is the 
speech of Lcolf in Edwin the Fair{ \ 842, Act II Scene 11 ) 2 
It is perhaps open to the charge of being a pastiche, not 
exactly of 

Dante, Boccaccio, Petiarca, St Jerome, and Cicero, 

but of Shakespeare, Milton, Wordsworth, and half-a-dozen 
other people llut the effect is effective — the adventure 
has come to the adventurous I am bound to say, as I 
shall not return to the subject, that, with most other 
dramatic blank-verse writers throughout the past century 

1 Vol 11 pp 306 308 

2 Rocks that beheld my boyhood 1 Perilous shelf 
That nursed my infant courage I Once agun 
I sUnd before you — not as in other days — 

In your grey faces smiling, but like you 
The worse for weather Here again I stand — 

Again and on the solitary shore 
Old ocean plays as on an instrument, 

Making that ancient music, when not known ? 

There arc evtn better things in the sequel, but the whole runs to some 
thirty or forty lines 
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and into the present, this effect seems to me to have been 
missed, this adventure not to have been achieved 

Here, peihaps, at the end of the chapter, is the best Edward 
place (though I have been in more than two minds on the 
subject) to deal with that marvel, belated 1 prosodically as 
in other ways, FitzGerald’s Omar Khayyam Its author 
must, as his verse and his prose show almost equally, have 
been a great, though only partially developed, power in 
this way , and his orthodoxy (a little on the seveier side 
here) may have accounted as well as anything else for the 
veiy natural and innocent, though unfortunately divulged, 
remarks on Mrs Browning which extracted equally natural 
and innocent, though still more unfortunate, wrath from 
her husband But for our purpose, Time and Space 
being, unluckily, things relevant, we may confine ouiselves 
to Omar, only inviting attention, though not giving 
comment, to the rest, especially the inset lyrics in Sdldmdn 
and Absal For the peculiarities of the decasyllabic 
quatrain the reader must be asked to look before and 
after, especially to the passage below on “ Laus Veneris” 
FitzGerald’s way of obviating the difficulties and dangers — 
while availing himself of all the sententious, the “ gnomic ” 
power — of the form is to make lines I, 2, and 4 rhyme, 
while leaving 3 blank, not merely m regard to its neigh- 
bours, but altogether He thus acquires perfect disjuncture, 
in all but general meaning, between the stanzas There 
is not (for 1 and li , lxvi and lxvn do not make it) 2 any 
real exception to this in the whole poem On the other 
hand, he enjambs the lines within the stanza much, 
especially in the first couplet , and this, with the constant 
presence of the blank third line, entirely gets rid of 
monotony There is extraordinary virtue in this blank, 
and in the contrast of run-on line and single-moulded 

1 Belated, that is to say, comparing its dale and the age of its author 
In a difleiuit ratio of time it could hardly have been earlier It is belated 
as the production of a man of fifty , punctual, almost prtcocious, as the 
production of 1859 

1 These numberings refer to the stanzas, as in the main version in Mr 
Aldis Wright’s edition of the IVoris 
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stanza For the other virtue which Mr Swinburne has 
got out of stanzas pair-knitted by the third line, and lines 
very largely though not wholly single-moulded, we may 
wait till we come to “ Laus Veneris” itself 1 

1 It stuns needless to give examples from the J\ul>aiydt It is now, 
fortunately, well known , mil while a single stanza would be inadequate, Lhere 
is no room for a long passage 
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Guest's History of English Rhythms — The* auLlior a “ solifulun ” of 
accent — His learning — Its accompanying tliavvbacks — 1 he 
thicc obsessions — Their woiking — The accentual prejudice — 
Ihe linguistic-historical delusions — The “section” — Its 
scheme — Its freaks — Southey’s summary verdict — Evans — 
O’JJncn, Latham, Dallas, Lord Redesdale, etc 

11 Y one of those coincidences which are mere coincidences 
only to the obtuse, the work of Tennyson and Browning, 
which was to sum up, and for the time, as it were, codify 
the prosody of the Romantic revival in England, had 
scarcely taken definite foirn before the most remai li- 
able and extensive book that had ever been written on 
the general subject appeared The Histoiy of English 
Rhythms 1 of Edwin Guest, then meiely Fellow, after- 
watds Master, of Gonville and Cams College, Cambridge, 
is one of those books which, so long as their subject is 
studied by competent and generous students, can never 
lose a high place in the story It has been my unavoid- 
able duty to refer to “ Gucstianity ” in almost mvauable 
teims of reprobation hitherto, and I shall have to expose 
its defects moie minutely and methodically now , but 
now also will come the opportunity of doing justice to 

1 Two vols , London, 1836 38 Ldiled anew, after the author’s death, 
with corrections and notes, by Professor Skeal (one vol , London, 1882) 
It is understood that l)r CjucsL had declined to reissue the book himself; 
and tile original contained a note staling that, in the two years’ interval 
between the writing ind publication of the volumes, hi. had (as indeed is 
obvious) alicady mod lhcd his views Due weight must be given to ibis , but 
quotations will be made from Professor Skeal’s edition, since Lhe original 13 
far from common 
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the merits of Guest and his work And this part of the 
business will be all the more agreeable, because he, like 
many other people, has experienced the pertinence of the 
prayer to be saved from one’s friends Since the utter 
untenableness of his extravagant accentualism made itself 
felt, the accentualists have been extremely shy of him , 
and they endeavour to pooh-pooh repetitions of the 
exposure, as kicking at an open door, and slaying the 
slain Now prosodic errors, as we have seen, are never 
slain so “ stone-dead ” that another slash or stab is not 
prudent in their case , and one may much more than 
suspect an uncomfoi table suspicion in the pooh-poohers 
that the cut or thrust of the mnt'ruordi, when delivered, 
will go not only through him, but into them 

To put the matter in a nutshell, Guest’s eriors all 
come from, and arc almost all summed up in, his denial 
— a denial so complete that it takes the form rather of 
rigid ignoring than of articulate protest — of the foot 
His exceedingly awkwaid system of indicating accents 
by a dividing line, instead of a supci imposed maik, 1 makes 
his scansions look as if they contained feet But, as Sir 
John Mandevillc says, “men think that they have balm, 
and they have none” These five-hundred-ycai s-okl, if 
not older, concomitants, or rather components, of English 
veise have, for him, no existence The rhythms of Milton, 
which, as we have shown, are explicable in the simplest 
fashion by feet, and which with them exhibit then fullest 
beauty, become, through want of the allowance, inexplicable 
or shocking to him There is no such thing, for him, in 
English as metrical quantity, 2 and no such thing as time m 
a metrical sense, though he admits long and slioit vowels 
This is at once the cause and the consequence of his 
apodism “ It is accent, accent, all the way,” with certain 

1 See above, vol i pp 8 io — a passage to which objections have been 
made, but to which I hold simphciter for reasons staled in the Appendix 
infra , No VI B p 544 

1 Chapter v p 102 ( ed ctl ) Guest is pretty copious on phonetic points, 
and may no doubt interest those who are interested in such mattcis IIis 
first Book, indeed, of some huiulicd mid fifty pages, is miinly occupied with 
them, though lie often makes prosodic applications Ills terminology may 
somUimes deceive, “ rhyme ” often meaning “ head- thyme,” 1 e “ allitciation 99 



OIIAP HI 


MID CENTURY PROSOD/STS 


277 


additions and corollaries to be considered presently That 
at one time — for he seems to have “ modified his views ” 
specially in this respect , 1 — he adopted the extremest 
notions of the elisionists, insisting on such hideous mis- 
pronunciations as “ del’cate,” “ om'nous,” and the like, 
cannot be said necessarily to follow from his disbelief in 
feet For though (as in Bysshe’s case) the two things 
are often found together, they are sometimes (as in 
Johnson’s) separated His doctrine that two accents 
must be separated by at least a pause, and could not be 
separated by more than two unaccented syllables, is again 
not incompatible with belief in feet , but in him it was 
rigidly divorced from any such belief What he substi- 
tuted for them we shall see presently Meanwhile it 
may be said that, while his faith in accent could not save 
him from disaster, his unfaith in feet made such disaster 
necessary 

His merits, however, were really enormous , and his 
work, like all good work once done, preserves a solid 
lesidue of value in fact, however much allowance be made 
for errors in opinion Nothing can compare with it, in 
range and thoioughncss, except the much later work of 
Dr Schippcr It is, on the whole, superior to that m 
method , and it has the inestimable and (I fear it must be 
said) indispensable, though in Guest’s case not fully used, 
advantage which belongs only to the man who is “ to the 
manner born ” 

Guest, perhaps prompted by Mitford (whose book he His learning 
knew well, and estimated, all things considered, not un- 
justly), from the first abandoned the insensate practice of 
nearly all eighteenth-century prosodists — that of attacking 
the subject with little or no knowledge of its subject- 
matter To this day the extent and thoroughness ot 
his knowledge of Old and Middle English poetry is a 
marvel 2 It must have been, in regard to Middle English 

1 Professor Sheafs notes will be found very useful on this point , but I 
fear Guest would not ha\e thanked him for talking of “ trisyllabic ftet ” 

2 The reflet lions cast on his philological shortcomings, by some of those who 
find him an inconvenient ally, stem to me a little ungenerous, and even rather 
imprudent He came indeed at an early stage of, if not altogether before, 
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especially, almost wholly derived from MSS , for even 
Madden’s Layamon had not appealed when he wrote, 
and the publications of the EETS, the Philological 
Society, and most of those of German bodies, periodicals, 
and individuals, were a generation ahead He had also 
— what too many more recent students of “ O E ” and 
" M E ” have lacked — a competent, if not an exhaustive, 
knowledge of our poetry from Elizabethan times to the 
end of the eighteenth century , and though he evidently 
did not like it, he was pretty familiar with the verse of 
the great school during the first quarter of the nineteenth 
Whether he knew, and what he thought, of that somewhat 
younger gentleman of Cambndge who had, a few years 
before, written two little books illustrating almost all the 
principles of English, and (to use a favourite phrase of his 
own) violating almost all those of accentual, piosody, I 
do not know But, from one or two hints, I should think 
his knowledge not improbable, and 1 am nc,uly sure that 
he would have judged 

A spun haunts the year’s last hours 

as severely as the excellent William Smith did later 

For Guest’s gifts and graces were — not bi ought to 
nought by any means, but — counteracted in all matters of 
[Hire opinion, and some of pretty close demonstiation, by 
a wonderful and monstrous set of prejudices and question- 
beggings He has often been described as a type of the 
a ption school, and l am not sure that I ha\e not some- 
tunes, in a manner, subscribed to the description It is, 
howevci, not quite accurate, though there is some accuracy 
in it The true a prion people are those who, as, for 
instance, Bysshe and Steele, prepare, it may be fiom quite 
different points, a theory on the subject without reference 
to the facts at all, supplement it by more or less (generally 
less) examination of fact, and save or condemn accordingly, 
but, above all, prcscnbe and formulate Guest docs not 


the- senes of const wily rh-ininm; lini^iistH theories mil sj stems which suhse- 
quent generations have elahoialed inti anlupiUal l>y turns TUU, as is 
poinkd oil l above, he kiuw A S ami M I* htutiimt as ft vv ha\i known lL 
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quite do this his form of dementia is neither the mathe- 
matical madness of the decasyllabists (though he is not 
wholly free from it) nor the musical mania of the bar-and- 
rest people I believe I know his book pretty well I have 
used it, never without re-reading, as a basis of lecturing 
for the best part of some fifteen years, and before writing 
this I read it again (a thing not so difficult to do after a 
good deal of practice, as may be thought) in an entirely 
different spirit — that is to say, merely attempting to 
isolate and define its own point of view It has been 
more and more borne in upon me that Guest w r as himself 
by no means sure of this standpoint — that he was not 
even at one standpoint throughout, and might have taken 
up a different one still later 1 

He seems to me, in fact, to have conducted Ins work The three 
under the influences of three different obsessions, no one 01,51,510,18 
of which he ever worked out thoroughly in all its bearings, 
which do not necessarily imply each other, and two of 
which are even rather contradictory 

The first 2 * was the belief that our verse is wholly 
dependent upon accent, and that “the principles of 
accentual rhythm,” whatever they are, govern it ex- 
clusively 

The second 8 was that the laws of English versification 
generally are somehow not only dependent on those of 
Old English versification, but identical with them, and 
always to be adjusted to them 

The third 4 * * was that, somewhere about the early 
thirteenth century, and increasingly till the end of the 
fourteenth, there took place a succession of alien invasions 
which never resulted in a coalescence or blending, but 
merely in the presence of two hostile elements , and 

1 Once more v I’rofcssor SkeTt’s notes 

2 The evidence of this obsession is concentriled in Hook I chap iv 
pp 74 1 01 , but diffused over the entire treatise 

J This seems to have presents 1 itself to him throughout as a niatur of 
couisc, not requiring demonstration, and hirdly likely to be contested , it is 
perhaps most categorically allnmed at book II chap in p 184 

4 This also is pervading It “gathers itstlf up ” most 111 llu context just 

cited, and at pp 301 and 400402, the two list among the most surprising 

instances of complete nnsundeisl uiding of history by a leal historic il scholar 
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that while the perfect English versifier will cling to the 
older and only genuine one, he must, if he does not so 
clmg, give it up altogether, and have nothing to do with 
anything but “ the rhythm of the foreigner” 

Now it seems to me, as the result of nearly half a 
century's reading of English poetry of all ages, that these 
propositions are in fact false, — false with an increasing 
degree, and a more and more demonstrable quality, of 
falseness 

In the first place, though accent plays a large part in 
English prosody, that prosody is as far as possible from 
being purely or exclusively accentual 

In the second, the oldest English poetry and its 
younger varieties are so utterly dilferent in textuie and 
quality of word-material, and in result of rhythm on the 
ear, that the same laws cannot, except per accuiens, apply 
to them 

In the third, instead of two jarring elements, we find 
before us, from the thirteenth ccntuiy, at least, onwards, 
a more and more distinct and harmonious blend of 
language, resulting, of necessity, in a more and more 
distinct and harmonious blend of prosody 

But let us — for the moment only, and strictly for the 
sake of argument — suppose that Guest is right, and 
(though still more conditionally and provisionally) admit 
also a fourth principle, which he adds to, rather than 
deduces from, the other three — 

That 1 the collocation of accented and unaccented 
syllables forms sections, which in turn form, and into 
which can be reduced, all English verse 

Let us now see how all these things ivork , how they 
stand comparison with the facts , what authority the 
propositions derived from and based on them can 
claim , — how, in short, they perform that office which, as 
has been often pointed out, every system of prosody 
must perform satisfactorily or be dismissed as itself 
unsatisfactory — the office of fitting and interpreting 
English poetry. 

1 The working oul of this fills the bulk of the book 
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On the part of the accentual division, which concerns 
the Accent v Quantity battle, little need be said Guest 
himself observes, with the greatest possible truth, that in 
the discussion of that question “more learning has been 
shown than either good sense or good temper,” and the 
truth has certainly not got less truthful with the passage 
of seventy years But there is no need of learning, no 
danger of ill-temper, and not even any remarkable demand 
for good sense, in dealing with his dealing He thinks 1 
that, in the sense of quantity as connected with metucal 
value, we have none in the English language , but he 
thinks that in English there are some syllables which are 
'‘longer" — that is, which require more time for pro- 
nunciation — than others, and still more certainly some 
“long” vowels Now the only sense of “quantity” 
which is employed in this book is that of metrical value 
— the question of necessary connection with time is left 
open And we do not say here, as Guest does, though he 
disfianchises quantity, that the a in “father” is long, 
while the a in “ fathom ” is short The a in “ fathom ” is 
long enough — is as long as that in “ father ” in 
Full fa|thom five | tliy fajthcr lies , 

and I should rathei doubt whether you could ever make 
the a of “ fathom ” as short as that of “ fathei ” is in 
"grandfather” and “forefather” as oidinarily pronounced, 
though, of course, you may “stress up” both to any 
length Therefore here we may let him alone, even 
when he finds fault with Spenser and Sidney for making 
“ hilly ” long “ against the evidence of their senses ” The 
evidence of our senses agices with them (though not 
exactly for their reasons), and so we must agree to differ 
with him 

But when we come to his axioms, media and 1 nferwra, 
on things accentual, then we find real difficulties, and 
a perpetually unanswered “ Why ? " rises to the lips 
Suppose it is all accent Why can no two adjoining 
syllables be accented, unless there is a pause between 

1 See the chapter on the subject — I v 1 Jus quantity may be “an 
embellishment of rhythm,” but wl have no “temporal” rhythms 
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them ? I can accent them without a pause as easily as 
I can write them Why ought the adjective always to 
be more strongly accented than the substantive ? Why 
does accentual rhythm necessarily imply fixed caesura ? 1 
Why, on accentual principles, can no more than two 
unaccented syllables be interposed between accented 
ones? I could accumulate scores of these whys, which I 
dare swear will never find their wherefores as long as 
English vs English 

But if it is impossible for these “laws” to produce 
their commissions, it is still more flagrantly impossible 
for them to justify themselves by their works Between 
them they have the unenviable distinction of blackmarking 
some of the very greatest and choicest things in English 
poctiy — a crime which, as has been pointed out, is 
the unpardonable sin in prosody A prosodic scheme 
which fails to account either for faults or (as far as beauty 
can ever be accounted for) beauties is at best incomplete , 
and one which, like Steele’s, obscures beauties is impertinent , 
but one which condemns them is itself anathema Guest’s 
condemnations arc in a manner famous to all who have 
studied the subject, though not, of course, to the general 
readei We have noticed how he dismisses contemptu- 
ously some of the finest rhythms in Burns and Coleridge 2 
Like Johnson, with whom he does not very often agree, 
accentualists as they both are, he denounces 3 Cowley’s 
lovely line — 

And the soft win^s of "Peace cover him round, 

partly because he chooses to foist in an unnecessary pause 
at "J’eace” He declares 4 some of the noblest things in 
Shakespeare, such as 

Dead 

Is noble 1 imon, 


to be “ opposed to every principle of versification,” and he 
has for Milton a mixtuie of argument and scolding on 
the subject of 


1 lVrhaps one r an answer ihis, “ 
more chaotic without such cn.sura ” 

2 'Tagc I S3 3 PigL 229 


Bet iusc its natural chaos becomes evt n 


f> Page 185 


4 I’-Mje 153 
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The Cherub Contemplation 

But Guest’s second obsession was of a far more fatal The lmguistic- 
charactcr than his first. I venture to think that (doubtless 
through my own fault) the attitude of this book to accen- 
tual scansion has been somewhat mistaken by certain 
critics I think that scansion wrongly based, as well as 
necessarily and miserably inadequate I think that a 
man who confines himself to it misses much of the 
understanding, and very much of the pleasure, which the 
system of foot-scansion supplies But I do not think 
that he need necessarily go wrong — as far as he goes at 
all — in practice 

Now Guest supplemented, muddled, and bedevilled his 
accentual procedure with the gratuitous, unhistorical, and, 
one would have thought, almost inconceivable thcoiy, that 
the whole course of English poetry from Caedmon to his 
own tunc (which, be it remembered, was to his certain 
knowledge the time of Coleridge and Keats, to his possible 
knowledge the time of Tennyson and Browning) ought 
to go, must go, did go, on the same principles It was 
this that really wrecked him , and it is one of the most 
astonishing things m the whole of our history — which is 
not barren in occasions for amazement If he had been 
ignoiant of Old English the thing would have been 
intelligible enough , but, as we have said, he knew it veiy 
well I doubt whether, at the time of his writing, any 
man living, in or out of England, knew the literature 
better- — whatever may have been his real or supposed 
linguistic shoitcomings And how any man, with any 
eai at all, could read Caedmon and Coleridge, the Exeter 
Book and Shelley, and fancy that they represented 
identical sj stems of prosody — even systems obeyed in the 
one case, and sinned against, but existing by right, in the 
other, — is to me absolutely inconceivable 

The combination of these two obsessions almost 
necessitated others it was certainly accompanied by 
them Once more, how Guest even at times (for he seems, 
now and again, to have had seaichings of hcait), could 
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figure to himself the course and life of English language 
and literature, from the thirteenth century onward, as a 
case of the English Michael and his angels fighting 
against the Latin-Romance devil and his angels, is only 
not so inconceivable as what has just been mentioned, 
because it has been exemplified in a greater number of 
persons The “ pure Saxon ” folly — the championship of 
“ ungothroughsomeness ” and its kin — seems to have been 
more or less prevalent for the last century Once more, 
it is impossible to reconcile it with any knowledge even 
of literature by itself or of language by itself, much less 
with the (alas 1 too seldom combined) knowledge of both 1 
The three errors, however, were all united in Guest , 
and they brought forth, as has been said, another — the 
“ sectional ” system, which is the direct cause of most of 
his worst single enormities, and though perhaps not the 
most generally noticed, by no means the least surprising 
thing in his surprising book Not very many people, I 
should fancy, have worked steadily through the immense 
mass of classified examples by which he endeavours to 
prove, or at least exhibit, “ sectional ” scansion from the 
“ Genesis ” to the " Revelation ” of the English prosodic 
Bible , but I do not think any one can call himself a 
thorough student of the subject who has not 

The labours of him who has will at any rate not be 
without their reward There is, to begin with, that 
extraordinary scheme 2 of possible section-combinations 
which has been more than once alluded to, and which he 

1 See, for justification of this, especially the passage aheady cited (p 400 sq ) f 
where the pieconceplion actually makes him say that “Latin and trench 
deranged the vocabulary of our language, but timer its form and structure ” , 
that the streams “ flowed through various channels 11 Perhaps the most 
astonishing single confession of being “joined to idols” is at p 561 “Of 
all Lhc metres known to our poetry, that which has best succeeded in reconcil 
ing the poet’s freedom with the demands of science is — the alliterative system 
of our Anglo Saxon ancestors ” And the most interesting glimmer of 
resipiscence is at 4 j4 445, where he makes a sort of apology to Milton and 
even admits lhc possibility of the stream “resulting from the union of two or 
more independent streamlets, which in blending their waters ha\c mixed their 
properties ” GranL this frankly, and his system disappears, while ours take s 
its place 

1 See p 160 The table prefixed to the second edition is Professor 
Skeafc\ and most useful 
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seems quite gravely to think that some industrious poet 
might very profitably work out in practice to try what 
would do and what would not I have never myself 
sympathised with those cold moderns who object to the plan, 
lecogmsed by Aldrich, of reckoning all possible combina- 
tions of premiss and conclusion systematically, and then 
rejecting those that are contrary to the geneial laws 
of syllogism , for both the combination and the rejection 
are useful logical exercises, and proper to the ludnnents 
of an Art, if not congenial to the high-flying exigencies of 
a Science But this Guestian process is one of the woist 
exemplifications of prosodic pravity in putting the Rule 
before the Work — not to mention that, to judge by his 
own results, the exclusion and admission of examples 
would have proceeded on totally false principles 

For if ever a man took enormous pains to prove those 
pains vain, that man was Guest Wherever his “ sections ’’ 
are haimless, they are absolutely superfluous the simple 
foot-and-pause (or no-pausc) system antiquates them 
hopelessly In many cases they do positive harm , for it 
is the application of them which proves Shakespeare and 
Milton to have been guilty of high treason to the 
majesty of accent , Burns and Spenser to have used 
metres with “ veiy little to recommend them " and “ want- 
mg in good taste” He is so (the word must be used) 
besotted with them, that he solemnly informs us that they 
rest on a principle which is not an actual law invented 
for the mere purposes of arrangement, but is “ the model 
on which the great majority of these verses [“ four- 
accent ”] have been actually formed” The “gieat 
majority” of English iambic, tiochaic, and anapa-stic 
dimeters (for that is what it comes to) apparently exists 
in the three-volume corpus of Anglo-Saxon verse 1 The 
hundreds, nay thousands of volumes full of them from 
Layamon to Swinburne, or (to be rigidly fair towards 
Guest’s date) from Layamon to Browning, form a small 
minority 1 

A few results will speak for themselves That the 
commonest equivalences and other metrical incidents are 
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made to generate separate " sections ” 1 (in a fashion 
which always makes me think of Quintilian’s demure 
satire on the Gieek figure-mongers) is a necessary conse- 
quence , and it may be said not a fatal one, but at the 
worst polypragmatic and supererogatory But it is a 
much more serious thing when the actual scansion of a line 
is intei fcred with, and perhaps hopelessly spoilt, to make a 
“section” where no section should be I regaid it as an 
utter mistake to put any strong division 2 at 

Void of sorrow and void of care (p 190), 
and a worse to put any whatever at 

Two blissful twins are to be born , 

while the whole system of “ sectional pause ” (v p 296 
and thereabouts) is utter cobweb, and should be simply 
broomed away 

But some of his exploits in this wn’r-sectionul torture 
staggei reason , for instance — 

Whom God bath of his special favour raised (p 297), 
and 

Shall he, nursed in the peasant's lowly shed, 

m neither of which cases will any fetch about difference 
between “ pause ” and “ stop ” give the slightest assistance 
Here are four extraordinary instances of Alexandrine 
“section” from the Faerie Queene It is of course true 
that Spenser, not using the verse continuously, has taken 
the liberty of sometimes neglecting its otherwise almost 
essential middle pause Yet when he does this he genei- 
ally makes no real pause at all , in fact it appears to be 
done chiefly because he wants a pauselcss line But a 
pauseless line was to Guest an unthinkable monstiosity, 3 

1 reihaps U should be said that a “section ” is a bundle of “accented” 
and “ unaccented ” syllables extending in possible bulk from tkitt syllables 
with two accents (Cmesl’s minimum) to eleven syllibles with thi te accents 
Of a pur of these, similar or dissimilar, a verse consists 

2 The colon is, of course, Guest’s own division mark 

3 This, which is in inevitable result of his system, would suffice to damn 
it, for with the pauseless line disappears almost all possibility of the \crse- 
pu igrapli, and of the perfecting of blank verse generally, as well as a mighty 
engine of beauty and variety in couplet and stanzi 
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and so he performs the following marvellous “surgical 
operations ” — 

As well in curious instruments as cunning lays 

I hey throned the second Constantine with joyous tears 

How he that lady’s liberty might enterprise 

Their hearts were sick, their eyes were sore their hands wete lame , 

where the fiist and third neither need nor, I dare swear, 
have a pause at all , the second has but the very slightest, 
easily negligible altogether , and the fourth, if it has any, 
has two, at “ sick ” and “ sore ” 

I hold no brief for Byron , but the following (p 244) 
is really too bad — 

“ Byron, whose negligent versification has nevei yet 
been properly censured, has given us one or two examples 
of the verse 6 2 To slip a verse of this kind into a 

modern poem is little better than laying a trap for the 
modern reader ” 

The modern reader, properly cautioned, may ask what 
this mysterious “ verse 6 2 ” is ? This is it 

Look on me, the grave hath not chang’d thee more 


It is, of course, no masterpiece, but perfectly easy to scan 
and pause without any senseless and cacophonous pseudo- 
emsura The real pause is, absolutely beyond question, 
at “ me,” and “ the ” is lengthened or accentuated as it 
very commonly is, especially after, and by the help of, 
such a pause But a pause at the third syllable was 
abhonent to Guest, and an accented “the” more so So 
he makes Byron scan it as below, 1 and scolds him for 
doing what “ the noble poet,” one of whose good points 
was a command of “ English simplicity ” of language, 
would have characterised 111 terms improper for this page 
I have thought it, however, better to reinforce and 


illustrate what 1 have said in the text, by abundant refer- 

1 II may further amuse the entrapped bird to see this scansion v & { 
Look on | me, the grave ] hath not | changed thee mor|e 
Tht divisions are, of course (v sup p 276 note) l not intended as dnftfShk, 
but if any one will follow this scansion accaitually , substituting ' for\ rflha% 
giving the pause at “not,” he will see, once for all, the hideous jumble^wA 
“cagmag” of sounds which this accentual scmsion makes, and regards 
quite legitimate 
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ences and citations in the notes, than to fill pages with 
running comment on particular enormities But there is 
one peculiarity, which I might almost call a fifth obsession, 
and on which I must dwell a little Unless the reader’s 
faculty of sui prise has been actually torpedoed 1 into 
callousness by the extraordinaiy things he finds in this 
book, he will open his eyes more widely than ever at 
discovering that, next to the poetry before AD 1000, 
Guest, on the whole, prefeis that between 16C0 and 1800 
It is tiue that he slips expressions about l’ope’s “ cold- 
ness ” — he is anything but consistent, and indeed could 
hardly be with so fantastic a creed But, on the whole, 
the thing is so 

The reason of this thing, however, will not long escape 
the student Odd as Dear and the Dispensary , Genesis B 
and Bysshe, Johnson and Juliana may look together, there 
is no doubt that Augustan couplet-verse, with its regular 
accents and pauses, and its strong centre-split, lends itself 
to Guest’s system as easily as possible, while Elizabethan 
and nineteenth - century varieties and excursions aie 
utterly lebel thereto He would not ask himself the 
question, “Is not this rather suspicious?” or perhaps he 
did ask it, though he would not let the answer escape 2 

In one of the latest of his published letters 3 * Southey 
says that he is occupied, among other things, with a review 
of Guest for the Quarterly , adding, “nothing can be more 
worthless than the first volume, but in the second there is 
a great deal that is curious” This was quite a full year 
before the decline of mental power, which came upon 
him, made itself definitely apparent , but, as usual with 
him, he had endless other things on hand, and the review 
docs not seem to have ever got itself written, or at least 
published It is no small loss , for, as has been already 

1 I refer to Nature’ 5 ; torpedo and not to Mr Whitehead's 

2 Must I repeat that there is no retorsion here possible ? Tojuan verse is 
no more rebel to our system than to Guest’s, though it may not be so highly 
placed therein 

3 Oct 26, 1838 (Letters, vol iv p 560) It has all the more interest 

from being addiessed to Wynn, his prosodic correspondent forty years earlier 

(v ,iuf> p 49) 
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remarked, Southey’s ideas on metre, though nowhere much 
developed, seem to have been singularly just, and his 
knowledge of English poetry from the sixteenth century 
onward, at least to the early nineteenth, was, and probably 
is, unrivalled It would not, of course, be fair to either 
party to take the sweeping condemnation of the first 
volume (the system) as expressing his full and final judg- 
ment, made as it is in a mere glance during a letter to a 
fnend But his j'udgment on the second shows that he 
recognised the value of Guest's survey of matter 

Yet he was in a manner right, in both judgments, 
though a considerable proviso and saving clause has to be 
made to the first No study of such a subject as this, 
made by a man of scholarship and wits, can be “ worthless,” 
because its very errors are of great price Guest has 
actually saved his opponents, as to versification by accent 
only, the trouble of writing a treatise, which could easily 
be as long as his own, to show its inevitable consequences 
You cannot have a man much better informed than he 
was in all the poetry of English up to his time , and as 
for what has come since, if a man will not hear Keats and 
Coleridge reinforcing Shakespeare and Milton, it would 
have been no use if Tennyson and Browning and Mr 
Swinburne had been born earlier on purpose to convince 
him No one who reads his book can think him a fool 
or a perfunctory dealer with the subject Nothing, there- 
fore, but the radical unsoundness of his theory, could have 
led him to such utterly absurd results in practice as the 
condemnation of some of the finest lines of English poetry, 
or the decision (more preposterous even than condemnation) 
that Shakespeare and Milton “ had no right ” 1 to produce 
the beautiful effects that they produced — that theirs was 
a sort of Black Art , its beauty a succubus , the pleasuie 
it gave soul-destroying and damnable , imitation of its 
effects an outrage and a crime No wonder that more 
timid and less logical votaries of Ins idols wish to smuggle 

1 His own plirase The “right to work” maybe questionable, if only 
because a negative seems to have slipped out somewhere , and there are those 
who question an unqualified “ right to exist” , but to question the “right to 
be beautiful ” is indeed a marvellous proceeding 
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him away , cry “ Agreed 1 agreed 1 ” when any one calls 
attention to him , and the like 

But his second volume is not alone in being, as Southey 
admitted, very “curious” m the best and oldest sense of 
thatword — meaning worth diligent and interested attention 
I should myself go so far as to say that the whole book 
deserves the same description I have never hesitated to 
indicate it, with a few general cautions, as the best hand- 
book of the subject hitherto and, except in the case of a 
very dull person, or to save time, I should not hesitate so 
to indicate it without any caution at all — sure that the 
reader would soon find out its weak parts, and could 
derive nothing but benefit from its strong For though 
Guest’s principles were hopelessly wrong, his method 
(which, if man were not the most inconsistent of animals, 
ought to have taken his principles and wrung their necks) 
is almost perfectly right It is, except when the principles 
interfere, purely historical , and the history is so pervading 
that it automatically points out the eirors of the principles 
themselves Here you have arranged, in chronological 
order for the most part, examples of almost all English 
lines and of a very large number of line -combinations 
You could not have found them out for yourself [crude 
experto ') without years of labour and trouble Here all, 
or most of it, is done to your hand , and you have only 
got to supplement it, with a similar histoncal conspectus 
of later movements and tendencies, to have all your 
necessary materials before you I myself never read 
Guest till Professor Skeat republished him, nor indeed 
for some years after , and I had (as I have ventured to 
assure the reader) mteiested myself in English poetry and 
English prosody far earlier He could tell me little that 
I did not know as to matters since Chaucer , and I knew 
something of matters before But the reading of his 
survey, and the assistance of his method, gave me a most 
powerful help in ceasing to see “confusedly” — m sorting 
and arranging the myriad facts of the matter It may 
seem to be an odd fee for this assistance to take away his 
prosodic character But, after all, he called his book 
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A History of English Rhythms It is a history of English 
rhythms , and a right learned and valuable one And it 
is not precisely every book of which it can be said that it 
comes up to its title learnedly and valuably 

At the same time, it attempts to be something more, and 
while, quite conscious of the de te fabnla, one is regretfully 
bound to echo, in one sense and to some extent, Mr 
Omond’s accusation that Guest’s book has been “a gieat 
misfortune for English metrical science ’’ I have, I think, 
shown that it ought to have done little harm I fear I 
cannot deny that it has done a great, deal Perhaps there 
are not so many readers as there should be who possess 
that sepai ating faculty which, after all, as it is the trans- 
lation, so it is the foundation of Criticism And this book 
so far excelled anything that had gone before it, and 
anything that followed it for decades and almost lifetimes, 
that its influence — indirect, and at second hand rather 
than at first, perhaps — cannot but have been disastrous. 
It has certainly coloured most of the prosodic writing 
since And it is curious (though, after all, as far as 
possible from being unexampled) that those who admit its 
shortcomings almost impatiently, try to smuggle them 
away, affect to regard them as admittedly discarded, yet 
cling to the very points of the Guestian doctrine which 
brought about these shortcomings themselves Nor is 
this the case only with what may be called — though we 
are a very uncovenanted and Cyclopean, not to say 
Ishmaelite, community — “ professional ” prosodists Cer- 
tainly, as I shall endeavour to show in the corresponding 
chapter of the next Book, all sorts of fantastic heresies 
date directly or indirectly from Guest But it is at least 
ten to one that if you meet a layman, of rather superior 
intelligence and reading, who has troubled himself about 
prosody a little but not much, you will find that the 
“gainsaying of Guest” has had more or less effect upon 
him I do not want Guest to be swallowed up — I think 
he is too useful, in the first place, as an example of that 
“ Rule of False ” which is always to me precious in its 
applications almost beyond anything, and I think that in 
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the second he contains too much valuable matter. But 
that he is utterly wrong in his main views and conten- 
tions , that his “accents” are a beggarly element and his 
“sections” a thing vainly invented, — this I may say, 
without rashness, that I do not think, but know, and 
have proved 

The impoitance of Guest is so great that he might 
almost have had this chapter to himself, and inde- 
pendently of it there happen to be not many writers 
whom it is necessary, or even convenient, to couple with 
him Edgar Poe, who, a few years later, came closer to 
the truth of the whole matter than any one else, though 
hardly with full consciousness, and while making many 
mistakes, will fall to be noticed in a separate chapter 
dealing with the most noteworthy poets and piosodists of 
his own country Much, if not most, of the attention 
bestowed on the subject in the middle third of the nine- 
teenth centuiy was determined (partly through the 
popularity of Evangeline) to the matter of the hexameter 
and this also has its appointed separate treatment There 
are, however, a few writers on prosody, between 1838 and 
the sixties, who may deserve to accompany the Master 
of Sidney Some of them, indeed, have considerable repute 
— whether entirely by desert is another question 

Of their works Archdeacon Evans’s Treatise on Virsi- 
fication (1852) is (to me at least) the most interesting, 
but its interest consists almost wholly in its point of view, 
especially when we notice its date. I do not know 
that I should, as my friend Mr Omond does, stigmatise 
offhand as “ ancient eirors " the statements that verse is 
constituted by “ the regulated recurrence of a syllable,” 
and that stress “necessarily prolongs time of vowel” In 
the first a great deal depends upon what you mean by 
“ regulated ” , and in the second everything depends on 
what you mean by “tune” But I certainly should never 
make these statements, in their actual forms, myself 
And some others, which Mr Omond does not quote, can 
hardly escape by the most ingenious glossing That 
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“ stress is the only basis of versification in any modern 
language” is a proposition which I utterly deny, and 
which I can, I believe, prove to be false in the case of 
most languages That there can be “ only one stress in 
each word ” is, again, a fond thing vainly .nvented, the 
falsity of which I should have defied the Archdeacon to 
preach the shortest of sermons without demonstrating 
But we have heard all this before What makes the book 
interesting is the author's profound and almost childlike 
belief in the hopeless inferiority of English, and especially 
of English poetry, to those classical* languages and litera- 
tures with which he chiefly deals, and of which he is — 
most rightly — an enthusiastic admirer “ Nothing but a 
resolute forgetfulness of the ancient mcasuies can make 
us feel any satisfaction with blank verse” It may be so, 
but I am sure that I shall not forget the choruses of 
Avschylus, and the hexameters of the De Re mm Notma, 
till death or dotage comes upon me, and yet 1 feel more 
satisfaction with blank verse every day I live “An evil 
genius seems to have presided over our lyric poetry 
It must always be a blank” — a sheet of white paper on 
which the names of Shakespeare and Donne and Herrick, of 
Blake and Keats and Shelley, of Tennyson and Browning 
and Swinburne, are absolutely illegible But the most 
curious expression of this curious faith, or unfaith, is to 
come Twice over, in different form and in different 
context, does the excellent Archdeacon remark that while 
the ancient poets lose considerably (one fully agrees here) 
by translation, Shakespeare and Milton are “ wonderfully 
improved,” “gain exceedingly,” by being cleverly rendered 
into Greek trimeters and hexameters This attitude is 
so odd that I should like to know whether this Welsh 
clergyman was also a Welsh poet, and whether this 
double function could have anything to do with the 
matter I understand that Welsh verse is very regular , 
and the irregularity of English seems to be one of 
Evans's chief objections to it, as compaied, especially in 
lyric, to the classics Besides, he thinks that English 
is, as a language, “deficient in richness and variety of 
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sound,” and I have heard that this is a Cymric charge 
against it 

Such a charge, of course, may be dismissed without 
calling on counsel to reply It is surely a piece, either of 
actual physical insensibility, or of the lower and mis- 
begotten “ patriotism ” — of the same Philistine ftavavala 
which makes other people talk of the “ Welsh gurgle ” or 
the “Gaelic whine” It is, however, curiously parallel to 
a German absurdity which was referred to above (p 176), 
and to an expression of Eurasian opinion which I once 
quoted elsewhere 1 "But it, and the whole book, are 
certainly interesting as coming from a man of ability, and 
of the fullest “ liberal education,” who must have spoken, 
who certainly wrote, English with, as it were, native 
competence, and who was writing after the middle of the 
nineteenth century — ten years aftei the issue of Tennyson’s 
collected Poems, and with all but the last chapter of the 
book of English poetry, up to the present day, complete 
before him 

Some places which I have drawn blank, or nearly so, 
may be grouped together William O’Brien’s Ancient 
Rhythmical Art Recovered (1843), a posthumous work, is 
almost entirely on Greek choric veise, and is thus half- 
excusably musical , but it adopts “ isochronism ” as 
metre’s first law Latham’s famous or once- famous 
English Language (1841) has a considerable prosody 
section, which was progressively enlarged It is, I believe, 
responsible foi the sickening symbol xa ax which has 
infested prosody -books since , and it is so besottedly 
accentual as to lay it down that “ regularity of accent 
makes verse, irregularity prose” It never really faces 
“ substitution ” , and, on the whole, may be said to have 
done as much harm as any othei book on the subject, if 
not more, because of the authority which, somehow or 
other, it obtained E S Dallas in his Foetus (1852) 
displays that curious and rather deplorable mixture of 
talent and acuteness, dashed and brewed with discursive 

,* Coi~rcited Impressions {London, 1895), P 2 7 It came to this, that 
Tennyson was “ like prose ” 
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quasi-philosophical jargon, which is characteristic of all 
his work “ The effect of the second law [of harmony] 
upon the tune, a tune engendered by that of rhythm, 
will be to prolong and repeat the strain so as to impart its 
own self-complacency to the outward form ” This really 
might have been written in 1910 instead of in 1852 
and somewhere about 1600, by Feste in his altitudes, as 
well as at either date It is pure gibberish, the dialect 
of a prosodic Pigiogromitus He dwells much on opposi- 
tion of “bar "and "stanza”, but has acute apert^us, as 
where he sees that Thalaba veise, 1 is for the most part 
only disjointed blanks I-ord Rcdcsdale’s two short 
pamphlets Thoughts and Further Thoughts on Prosody 
(Oxford, 1857) are worth reading, even if they were not 
by Mitford’s nephew and by a formidable Chairman of 
Committees They are chiefly jottings about the hexa- 
meter question, with some translations of his own The 
notion that the Universities might compile a Quantitative 
Lexicon of English, sounds perhaps odder than it is — or 
was And there are some sensible remarks, as on that 
curiously un-Horatian character of Diyden’s nevertheless 
great translation of Horace, which has struck some persons 
independently, while others have been obstinately blind 
to it But the things pretend to no system 2 

1 Not, however, in I hahiha itself, as we have seen above 

2 An article on Greek and English Accentuation in tile Echitic Review 
foi 1838 (fourth Senes, Mil in p 395), anil so exactly contemporary with 
Guest, contains a pioposihon whuh might be fruitfully handled ns a text, 
though it cun haidly be accepted as a dogma “Accent determines that a 
line shall be metrical flu-nlity gives it expression, harmony, \auety ” I 
should tianslate this “The presence of eepial or equivalent feet determines 
that a line sh ill be metrical 'I he constitution of those feet, with the arrange- 
ment of their pauses, gives expiession, harmony, variety ” And 1 should 
not be surprised ll we both meant very much the same thing 
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The substance of the summary of prosodic practice which 
we have to give in this Interchapter may be bnefly put. 
It imports full entrance on the heritage which had been 
gained in the past the exercise, deliberate and unre- 
strained, of the franchise of English prosody Even in 
Matthew Arnold, the most academically self-restraining 
of the greater poets of the period, as well as the least 
naturally inclined to self-indulgence in this particular 
department, the negative commandments of the eighteenth 
century have been taken down from any position of 
prominence , in others they may be said to be completely 
erased or struck through Make harmonious measure in 
any way you please, provided you make it — make the 
measure vary in any single poem as well as in different 
poems, just as the fancy strikes you — is the motto of 
this Theleme , and everybody acts up to it 

I cannot myself perceive the slightest counter-argument 
of value against the proposition that Tennyson is at once 
the earliest exponent, and to no small extent the definite 
master, of this new ordered liberty 1 It is years before 
even Browning produces largely varied experiments in 
metre , his wife (not yet his wife) does not in her earliest 
attempts, or before the forties at all, go beyond the half- 
way house of Mis Hemans and Miss Landon , and 
Mr Arnold was a boy of eight years old when the first 
experiments of Tennyson in prosody came to puzzle 
Coleridge 

1 I have, I think, seen it stated that the 14 Hollyhock Song” (v sup p 1 88 ) 
is K eat si an, As far as prosody goes, this may be uncompromisingly denied 
Beddoes and Darley might be brought in as a little earlier parallels, but they 
were practically contemporaries 
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But it is in that puzzlement itself that the strongest 
argument for Tennyson’s advance lies It has been 
pointed out (with all due respect, I hope) that Coleridge 
does not seem to have applied to questions of metrical 
criticism the marvellous subtlety and originality 1 which 
were at his disposal elsewhere , that his very explanation 
of the Chnstabel metie is confused and inadequate from 
its own point of view , that he ignores or evades metrical 
points strangely in the elaborate examination of Words- 
worth , and that, m the corpus — sadly incomplete and 
desultory no doubt, but veiy wide-ranging — of his critical 
miscellanies, such questions are rarely touched In fact 
thcic is no stronger proof than Coleridge of the doctrine 
of unconscious cerebration 111 prosody, which these 
volumes have striven to illustrate consistently We have 
noticed, and shall probably again notice in this chapter, 
much later and more distinct evidences of want of 
appreciation, but none quite so remarkable as this 

Thus, as usual, the light shined in darkness but it 
shone I have endeavoured, in the proper place, to give 
such a conspectus as was possible of the details of 
Tennyson's achievement in new forms, and in alteration 
of old ones Hcie it is merely desirable to gather up its 
results and character They can be easily summed — in 
fact the summary has already been given more than once 
by glance in anticipation — as Variety and Freedom, 
subject to Order Of Tennyson it may be said, with 
utmost truth, that he touched no rhythm that he did 
not adorn, and that few poets have touched so many 
rhythms For the very swiftest he had less fancy than 
for slow and medium paces , yet, as late as the Ballads, 
in the “Voyage of Maeldunc” more especially, he showed 
that it was no positive inability which prevented him 
from trying them For very irregular metres — irregular 
in the sense of outline and contour, not of rhythm — he 
had again somewhat less fancy, though here also hardly less 

1 I know no better touchstone of the scholar, as opposed to the sciolist 
and the paradoxer, than perception or non-perception of this subtlety and 
originality in Coleridge It is an old one no doubt, but somehow most 
touchstones are old 
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power , and he did not very often practise the largest or 
most canzone-like lyrical stanzas in repeated order, though 
he showed in “ The Lotos-Eaters,” once for all, what a 
master he was of the Spenserian For the shorter lyrical 
stanzas, especially the quatrain of various lengths and 
the short-lined octave, he was one of the very greatest 
masters in English The two forms of “ The Palace of 
Art” and the “Dream of Fair Women" are to me 
perfect Cleopatras in their absolute inexhaustibleness of 
charm , and as much may be said for the octaves of 
the “ Voyage," the extended rime cout'e of “ Sir Launcelot 
and Queen Guinevere 11 and many others He was equally 
happy, and equally inexhaustible, m elaborate but not 
regularly strophic lyrical paragraphs, like those of the 
latter part of “ The Lotos-Eaters” and the better part of 
Maud , and it would be mere repetition of the earlier 
analysis to mention things (such as the trochaic passage 
in the “ Vision of Sin ”) which he has left as separate 
diploma-pieces to show what he could do 

In contrast to, and in reinforcement of, this vaned 
power, his extraordinary accomplishment in blank verse 
is almost unique It is impossible for any one really 
skilled in the comparative anatomy of the kinds of this 
great and difficult form to call his — as Keats’s may be 
called with incomplete justice, but without complete 
injustice — a pastiche of Milton’s , and he has entirely 
got rid of the less desirable features of Thomson’s, the 
second most important influence which pervaded the blanks 
of the eighteenth century When his exercise really 
begins — that is, in “ CEnonc,” as revised — he presents 
hardly any resemblance to the Wordsworthian-Shellcyan 
form, which may perhaps be ranked as the third , which 
may have had a little effect on him earlier, and which 
certainly had much on Browning Although the inde- 
finable but constantly sensible difference between dramatic 
and non-dramatic verse manifests itself at once between 
his and Shakespeare’s, it was, beyond possible doubt, by 
blending the quality of the two unmatchable blank- 
verse masters, and distilling it afresh with his own quint- 
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essence, that he reached the perfection of “ CEnone ’’ itself, 
of “ Ulysses,” and of the “ Morte ” — a perfection which 
continues little changed, as has been said, till “ The Holy 
Grail ” at least But Elizabethan poets earlier than 
Shakespeare taught him the epanaphora which, extremely 
effective as it is, he latterly rather abused , and in his 
“ turns ” and repetitions of words, not at the beginning 
alone, he is markedly Spenserian The tendency to a 
perilously large dose of trisyllabic feet did not come on 
him till late it rather corresponded in this way to 
Shakespeare’s later indulgence in, redundance, which 
Tennyson never, in his non -dramatic verse, practised 
largely But, by whatever special methods and in what- 
ever special way, he certainly furnished himself with a 
seldom equalled and only twice surpassed brand of the 
measure for continuous use , and thus, when his immensely 
varied accomplishment in other measures is taken in, he 
stands as one of the very few English poets who are 
wholly ambidextrous , who can manage the short poem and 
the long with indifferent and consummate accomplishment 1 
The general case, as was pointed out in the analysis, 
is the same with Browning , but it shows curious and 
interesting differences of kind and degree in particular 
In a certain sense, no doubt, Browning may be said to 
have mastered a kind of blank verse which was adequate 
to his long-poem purposes , but then it was (or at least 
became) rather more blank than verse Although, as I 
have tried to show, by no means really “ irregular ” in 
any bad sense, it was, and was clearly meant to be, of a 
prosaic texture Tennyson never comes vciy near prose, 
but when he is least distant from it, it is almost invari- 
ably m some other measure than blanks — in the rather 
muddled trochaics and anapsstics of part of Maud, in the 

1 The common blame of ** lacking architectonic” is thus, as far as pTosody 
is concerned, absolutely unfounded It is not my business here to treat it 
from any other point of view As for that “ loading of the rifts with ore ” 
which Keats prescribed, there is almost agreement about it, if not always 
an agreement of gratitude The wiser folk are surely they who perform 
and enjoy the inexhaustible zmpacking of the treasure, who let the elixirs 
which the poet has so carefully distilled trickle to the inmost cranny of their 
soul 
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namby-pamby fourteeners of the “May Queen,” and 
elsewhere in other forms Even the prosaic and prosaic- 
ally treated matter of “ Dora" and its likes, even his latest 
and loosest experiments, are never prosaic in their form 
But the curious medium which Browning, after his first 
Wordsworthian-Shclleyan practice, worked out for himself, 
is often merely what the eighteenth-century gainsayers 
ot blank verse called it, “ measured prose ” , and his 
most poetical long- poem vehicles are the cquivalenced 
octosyllables of Christinas Eve and Easter Day and the 
Alexandrines of F if nip at the Fair 

But the touch of lyric banishes prose with him, as it 
was not necessary for it to do in Tennyson’s case, but 
with no less satisfactory result He may not be quite so 
free-born, but he attains his fietdom early, and keeps it 
unstained The reckless acrobatics of “ A Likeness ” are 
not prose or anything like prose the largely prosaic 
matter and diction of “ Up at a Villa, Down in the City " 
keep poetic form in its most outrageous expressions, and 
pass into an almost perfect kind of that form in such lines 
as 

And the hills oversmoked behind by the faint grey olive trees 

It is no matter — or it should be no matter — that he 
makes the good-natured Muse of Prosody his partner in 
countiy dances and Highland flings, and even double 
shuffles, as well as in stately pavanes and minuets, and 
in the “sway and swing" of the most voluptuous waltzes 
He can give her these too, and does give them, as we 
have seen His words want no song, and could find no 
mere song worthy of them, when he is in the mood of 
“ Love Among the Rums,” or “The Last Ride Together,” 
or “ In a Gondola” And here as elsewhere, here as every- 
where in this Book and almost everywhere in this volume, 
we find the moods, whether lighter or graver, taking forms 
of the most endless variety in length and adjustment of 
length, in metre and combination of metre, in outline and 
symphony and choric scheme I like to read Browning 
with the words of my beloved Bysshe ringing in my ears 
“ Our poetry admits for the most part but three sorts of 
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verses — that is to say, verses of ten, eight, and seven 
syllables Our ancient poets frequently made use of 
intermixed rhyme, etc But this is now wholly laid aside” 
It arranges itself in the most agreeable recitative , and 
“ but this is now wholly laid aside ” comes, in its new 
meaning, with a crash at the end in the joyfullest manner 
The lesson of the tendency of the period, and of its 
value, is certainly not weakened by the evidence of Mrs 
Browning's work and by that of Matthew Arnold’s 
Mrs Browning's horrible and heartrending cacophonies 
of rhyme cannot be visited upon the new liberty , in fact 
hardly one of them is worse than the great Mr Pope's 
“satire” and “natuie” m the palmiest days of the old 
regime And it is quite certain that, under that rdgime, 
she never would have allowed herself — nay, she never 
would have thought of — such more than satisfying, such 
endlessly suggestive and pregnant melodies, as those of 
the “ Duchess May ” or the “ Brown Rosary " You 
cannot, with her and in this context, repeat the easy, idle 
brocard that “her faults are those of the time, and her 
merits her own,” for it is only too true that her faults are 
her own, while her merits belong very largely to the time 
And her increased vanety and intricacy of audible delight, 
as compared with the results of her so often mentioned 
elder and lesser sisters, are not less important (take them 
as evidences of greater genius, or as instruments of mere 
accomplished art, just as you like) than the still further 
advance in these respects of her younger and greater 
sister, Miss Rossetti Nay, her own record, without any 
“ rascally comparison," shows this “ Lord Walter’s Wife ” 
(that remarkable piece which Thackeray had to relinquish, 
as Scott had to spoil Si Ronnn’s Well, owing to other 
people’s prudery) is not in the least inferior to “ Lady 
Geraldine’s Courtship” as an example of nineteenth- 
century prosody it has simply got itself free from the 
preposterous diction of the earlier example And the 

“ Great God Pan ” is not less impossible than the 
“ Romaunt of Margret ” to conceive as having been 
“ versed ” in the eighteenth century 
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But Mr, Arnold, almost in spite of himself, is one of 
the strongest witnesses to the present point I do not say 
that any distinct prosodic utterance of his (we have, as has 
been said, very few such outside the hexameter question} 
conflicts with his practice in metre as Wordsworth’s utter- 
ances as to diction conflict with his practice in diction itself 
But I do say, after long and repeated study of it, that 
his whole critical attitude and tendency — his choice of 
authorities, and his selection of instances to condemn — 
make for preference of a few metres, if not of a single 
metie, as regards the general practice of the poet, and for 
restriction of variety to the most rigidly lyric, nay “ melic,” 
occasions What are the facts ? He has, as we have 
seen, a command, fine at its best though uncertain and 
not very varied, of one great staple metre in blank verse , 
but he uses it rather seldom and at no great length 
Even for occasions of “ pith and moment,” narrative or 
quasi-narrative in character, he employs cither mixtures 
of epic and lyric measures, or lyncal measures pure and 
simple In such pieces as the “ Church of Brou ” and 
“Tristram and Iseult ” he actually, in a fashion quite 
contrary to the practice and principles of the ancients, 
employs a satura of metres And the great bulk of his 
work, including a still larger portion of his best, is in lyric 
or quasi -lyric form, varied as far as his own special 
qualities and defects will allow him to vary it In short, 
the spirit of the time is too strong for him 

It is the same with all the minors who are worth 
consideration , for we need not take into that considera- 
tion the producers of unreadable epics, sacred or profane, 
the Sothcbys and the Atherstones and the Herauds, the 
Polloks and the Bickersteths, who labour at impossible 
masses of soporific verse The real poets take to 
prosodic variety by nature, or are driven to it by necessity , 
and they illustrate it as best they can It may be m 
serious verse, like Kingsley , in deliberately comic verse, 
like Barham and Locker , m exercises of ironic romance 
and humorous melancholy, like Thackeray But always 
they illustrate it. 
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It may seem to be outside the duty of the present 
history to discuss, at any length, the beneficent or 
maleficent effect of this pressure of the time , but I do 
not think it can be regarded as wholly superfluous or at 
all improper. The estimate of the total “clear profits” 
added to the stock of English poetry by the generation 
of Tennyson and Browning must, of course, largely depend 
upon the general principles of poetic criticism adopted 
by the valuer — on the question whether he is a subject- 
man or a treatment-man , whether he believes in the 
Poetic Moment, or whether he refuses to take it into 
consideration, except as a heresy feut although I have 
seen more strange things in criticism than perhaps most 
men have, and can there see nothing so strange but that 
my critical fancy, as Mr Swinburne says of something else 
in “ Fdlise,” 

Can dream of worse, 

I can hardly imagine any tolerably competent and impartial 
judge, even now, denying that the addition is, at least, 
considerable And when that addition is duly considered, 
it will, I believe I may say without fear of valid contra- 
diction, be found further, that the matter concerned takes 
more various forms in general, and more free and versatile 
forms in particular, than the admitted treasures of any 
other period of English literature, with the sole exception, 
and that not a certain one, of the great Elizabethan age, 
in its major circumscription of 1580-1660 Now whether 
this is a mere coincidence, or whether it is there as connec- 
tion of causation, may not be certain to anybody but God , 
and so I shall not presume to be ceitain of it myself 
But at least I may say, without rashness, that there are 
few things of which I am more certain than that the 
prosodic variety and the poetic goodness are connected — 
and that of necessity. 

It need perhaps only be added that to the great 
poetical differentia of nineteenth -century poetry — the 
immense increase of combined audible and visual appeal 
— this variety of prosodic construction necessarily contri- 
butes almost as immensely It has the audible appeal 
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almost to itself, it helps not a little in the visual. The 
sounds of the measures which we have been chronicling 
are as the concert of the Plain of Dura to a single pipe 
or harp, when you compare them to those of eighteenth- 
century poetry , and the palette of the poetic limner is 
enriched in an almost equal ratio 

When we turn from practitioners to theorists the result 
is once more disappointing The greater part of their 
attention during this period is bestowed on the hopeless 
hexameter business The one really brilliant and virtually 
sound prosodic study of the middle third of the century 
is the work, not of an English prosodist, but of an Amencan 
poet It is true that the period is not absolutely barren , 
that it can boast the almost epoch-making work of Guest , 
but that work itself, while it is in fotentia a guide for- 
ward to the piosodic Jerusalem, is in general intention, 
in particular opinion, in actu , a guide backward to the 
City of Destruction You get men like Latham framing 
barren and inaccurate rules to feed expecting and unsus- 
pecting generations , and men like Evans talking about 
English vcise with an ingenuous confession, on almost 
every other page, that they have no appreciation whatever 
of its qualities 

It seems, therefore, hardly necessary to occupy our 
rapidly decreasing space with general remarks on them 1 * 

1 I have, I think, seen some protest, though only in one quarter, and in a 
context wliiLh slightl} "puc to think,” against m> “ lTosodist 3 chipters as 
bung cursory, flippant, and generally unsatisfactory I am sori} if they 
seem so to ail} body , but I did not adopt their method hastil}, tnd I am not 
prepared to alter it This, I may be permitted to repeat, is a History of 
Prosody , noL a “ History of Frosodists ” , and I mention the latter only to 
the extent necessary to illustrate and explain the progress of the former To 
give a complete pr<?<tv of such books as Steele’s, ThelwaU’s, and many oLhers, 
would hopelessly overload a craft which is already pretLy deep in the watu 
It would be of veiy slight benefit to any but students specialising to such an 
extent that they miy reasonably be expected to consult the. books for them- 
selves — a consult llion which I have facilitated as much as possible And 
large, if not livish, information already exists on the subject in the vvojks of 

Mr Oniond, which do not duphcUe mine, and wlinh I feel no inclination 
or obligition to duplicate in ni) turn more than is stuctly necessary Lastly, 
the discussion of what other people have said about something appears to me 
to have occupied, and to be occupying, far loo much space in recent and current 

literature , and, once more, I desire to contribute to it only what strict 
necessity requires 
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CHAPTER I 


THE PR/E-RAPHAELITE SCHOOL 

Distribution and nomenclature — Diffu entia' general, and particular 
— D G Rossetti — “The Blessed Damozel " — Various poems 
— His sonnets and the later sonnet generally — William Moins 
his prosodic importance — The verse in the Oxford and Cam- 
bridge Magazine — The Dtfence of Gucnevere — The Life and 
Death of fawn — Morris’s heroics — The Earthly Paradise — Us 
octosyllabics— Love is Enough — Sigurd the l olsun° — Poems 
by the IVay — Mr Swinburne his blank verse postponed — 
Atalanta in Calydon — Considerations on it — Lhastclard — 
Poems and Ballads — Laus Vcntris — Various forms — The 
“ Dolores ” metre — Other books A Song of Italy and Soni; r 
before Sunrise — The second Poems and Ballads — “ At a Month’s 
End ” — The later volumes — The blank verse — The couplets of 
Tristram — The long metres — Miss Rossetti Goblin Market 
— 'I he title poein — Her later books — Sonnets and general 
quality — Canon Dixon — Mano and its metre — O’Shaugbntssy 
The Fpic of Women — The “Barcarolle” — Ijxys of France — 
Songs of a Worker — Music and Moonlight- — James Thomson II 


There may be some difference of opinion on the question Distribution 
whether the English poetry of the last third of the ln<1 , . 
nineteenth century can be separated from that of the 
middle third (using these fractional terms with literary 
laxity, and not with mathematical correctness) even as 
much as this middle division can be separated from the 
first Not merely is the productive existence of Tennyson 
and Browning, for much more than half of it, a serious 
impediment to any such segregation , but it is impossible 
to say that their younger contemporaries differ from them, 
even in the not very strongly marked way in which they 
differ from their own elders Nevertheless some difference, 
of special if not generic kind, is sensible, and it is certainly 
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Differentia 

geneial, 


not less sensible than elsewhere in the particular domain 
of prosody 

A special name, however, for this period is rather 
wanting , even for the remarkable group who began to 
publish between the very late fifties and the very early 
seventies, no quite satisfactory term has been invented 
Theic has been a certain habit of calling the verse of 
the Rossettis, Mr Morris, and Mr Swinburne “ Prse- 
Raphaelite " poetry There is more reason for it than 
the fact that the eldest member, and in a way the master 
of the group, was a painter, and a Prae-Raphaelite painter 
For the whole group and their followers did, in respect to 
poetry, exactly what their congeners did in respect to art 
they went back to more primitive types o T ~ mocler than 
even " those about Tennyson’' had chosen, and exhibited 
this reversion in no way more than in the prosodic But, 
after all, tickets, though convenient, are unnecessary I 
shall deal in this chapter with the four poets just named , 
adding to them that very remarkable verse -smith Mr 
O’Shaughncssy, Canon Dixon, who, for “one thing that 
he did,” if not for others, could not be omitted, and James 
Thomson the Second , but reserving for the next chapter 
those other contemporaries whom death has exposed to 
my operations 1 

One very strong differentia of this school (using the 
word “ school ” under caution) from all previous ones in 
the English poetry of the last two centuries, is, besides 
the decided reversion to older forms of our own literature, 
1 the extension to both modern and older forms of other 
literatures The influence of the Elizabethans had, of 
course, been powerful upon the first nineteenth-century 
division , and that of German, though slight, was present 
in some degree But they had seldom gone farther back 
or farthci afield in the literary sense , even Scott’s 
attraction for ballad and romance being rather an intense 

1 If it were not impossible to mention everybody, the list might, even 
here, be slightly enlarged — as, for instance, by the name of Thomas Gordon 
I lake, a forerunner, to some extent, of the Prx Raphaelues, and a remarkable 
handler of then statelier movements, who was stimulated to Iresh production 
after 1870 
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kinship of nature, and a fortunate familiarity of acquaint- 
ance, than a deliberately literary cult Nor had much 
advance m this respect been made by immediate pre- 
decessors Tennyson may have been introduced by 
J H Kemble to Anglo-Saxon in some degree, and had 
read his Malory and his Chaucer , but he does not seem 
to have gone much further, while foreign literary influence 
of this kind on him, whether old or new, is simply non- 
existent. Browning, often foreign in subject, is hardly at 
all so in manner , and though Mr. Arnold, despising 
French poetry, and almost contemptuously ignorant of 
mediaeval, affected to think highly of German, he imitated 
little of it but its rhymelessness 

On the other hand, Rossetti — three-quai tcis of anandpu 
Italian by blood, and rc-Itahanated yet more by his tlLuUl 
predilections for and in art — was an eager student and 
a matchless translator of the early poets of his ancestral 
land, with no small bent, fiom his general medievalism, 
to those of France and England Morris was simply a 
person who had somehow got knocked off the bridge of 
the fourteenth and fifteenth centuries, into some limbo 
where he kept the influence of Chaucer’s art and Langland’s 
politics, with the decorative instincts of a designci of 
Books of Hours, and the chivalric predilections of 
Froissart, ready to be crossed into curious hybrid by 
nineteenth-century influences Mr Swinburne’s bev.t was 
rather towards French and the Renaissance than towards 
Italian or English medievalism, "blit this last was not 
alien from him, while, like a true child of the Renaissance 
itself, he united with these the classical scholaiship which 
the others could not boast And all these things were 
seen of them in their prosody as clsewheie Miss Rossetti 
was her brother’s sister, with the addition of that influence 
of the Oxford Movement which was for a time powerful 
on Morris, and for a longer time on Dixon O’Shaugh- 
nessy was again French in the main 

Rossetti’s extraordinary ambidexterity in the two D G 
forms of line, with sound added in the one case and 
colour in the other, was illustrated as early as the original 
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" The Blessed 
Damozel ” 


appearance of “ The Blessed Damozel ” itself in the Germ 
for February 1850 ,/Qiere is nothing schematic ally very 
s ingula x in the metre of this great poem, which 1 is ^merely 
common measure prolonged to a sjx_ with an extra 
couplet^ ffie'eights being not rhymed at all, the- sixes 
rHymed together The jiffect of this recurrent rhyme is 
indeed a peculiar one , and the slightly weird insistence 
which is noticeable with the simple triplet, m such poems as 
The Two Voices and A Vision of Poets, is rather enforced 
than weakened by the interspaced blanks. But I do not 
know that it can ba said, merely as a metre, to carry 
with it, or even to suggest, much other definite property or 
endowment And, of course, great part of the miraculous 
charm of the piece is due to the way in which Rossetti, 
like his mighty godfather, forces actual pictures on your 
eyes the Damozel herself in the dread serenity of her 
outlook on space, and the great features of the prospect 
But this mctie is made to serve the purposes of the 
pencil in a way that is miraculous The customary separa- 
tion of the couplets, the rare overrunning with strong 
pause in the subsequent line, and the sparing but un- 
hesitating use of the trisyllabic foot, vindicate this claim , 
and the famous touchstone-stanza of the handmaidens 
of Mary exemplifies the usage 2 The very article in the 
second line is a mystery , for if you omit it, substituting, 
say, “ blessed ” for “ the lady,” and lose the trisyllabic foot, 
the beauty will be half gone But the heart of that 

v I \ 

1 The Blessed Damozel leaned out 

Fi on* the ^old bar of leaven , 

Her eyes were d^per than the depth 
Of waters stilled at even 
She had three lilies in her hand. 

And the stars in her hair were seven 

It may, of course, also be taken as merely colcmrably broken fifteeners in 
triplet the chief advantage of which is the striking “parallel unparalleled” 
with Orm But it also has a bearing on the rhymelessness of i, 3, and 5 

2 We two, she said, will seek the groves 

Where the Lady Mary is, 

With her five handmaidens, whose names 
Are five sweet symphonies — 

' Cecily, Gertrude, Magdalen, 

Margaret and Rosalys 
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mystery is in the five names — a symphony of symphonies 
which you cannot alter without disturbing, without 
destroying, the effect If you change the places of 
“ Margaret ” and “ Magdalen,” " Rosalys ” and “ Cecily,” 
you will comply with the bare scheme, but you will very 
much lessen the music If you take a dissyllabic saint 
for Margaret you will do worse still, though you choose 
the prettiest name left in the Calendar The strong cretic 
— not mere dactylic — value of “ Magdalen[e]” will be 
thrown away if you change her with “Cecily” If you 
meddle with the order in any way^I have tried several) 
you will lose the perfect harmony of consonant and 
vowel arrangement 

He always had this “ science of names,” whereof 
Milton and Hugo are “ the first of those who know,” and 
he showed it again and again, especially in “ Rose Mary ” , 
but it was very far indeed from being his only prosodic 
mastery The refrain will of course suggest itself this 
eminently medn-eval thing was naturally a favourite with 
the whole school, and it as naturally attracted stupid 
1 fid icule from stupid people, and clever jnid humorous 
V pa rody from clever and good-humoured ones But I do 

not think he was so happy with it as was Morris Of Vinous 
the statelier forms of “broken and cuttit” verse he was a P oems 
great master “ Love's Nocturn,” and “ The Staff and 
Scrip," and “The Stream’s Seciet” yield to few things 
in this way In fact, save his less elaborate ballad 
measures (which have not quite enough of the wilding 
about them), what did he not make well in verse ? We 
have several times noted the special virtues of mono- 
rhymed b atch es — triplets or quatrains waisted and tailed 
with otherwise -rhyming lines Almost a new tone is 
brought out in “The Burden of Nineveh," where the 
persistence of the rhymes impresses the steady sarcastic 
moral. The blank verse “ Last Confession ” is good, and 
has an original touch , and the ever-obliging-but-not-to- 
be-quite-trusted-to-run-alone octosyllable could not do^lt$ 
work better than in “Jenny” continuously, and in, the' 
“White Ship” by separate couplets and triplets. Jmre 
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actually used the In Memonam mctrp before the publica- 
tion of In Memonam , but it cannot be said that he was 
master of it , we have seen that nobody before Tennyson 
was 1 Not a few of his songs are in marvellous measure 
The way in which the pulsing blood-throbs of the opening 
couplets of “ Love-Lily ” ripple out into the stiller and 
more continuous flow of the rest of the stanza is almost 
unparalleled , 2 and not less so the hopeless thuds of 
“ The Woodspurgc,” the swinging anaprests of the “ Song 
of the Bower," and the perfected use of that In Memonam 
septet, which was noticed above, in “The Sea Limits ” 3 
And then there are Ins sonnets 

1 In one of the songs of the “ House of Life ” he turned it into a very 
effective septet by making the fouith line start a fresh round V inf 
2 Between the hands, ||| between the brows, ||| 

Between the lips ||| of Love -Lily, 

A spir it is born || whose birth endows || 

My blood with fire || to burn through me , 

Who breathes | upon | my ga|zing eyes, | 

Who laughs | and murjmurs in | mine ear, | 

AL whose | least touch | my col | our flies, 

And whom | my Ii/e | grows faint | to hear 

I have ventured here to indicate by signs what I have often desenbed as 
11 fingeung ” in the te\l Ihe foot arrangement is inviolable and unviolatcd , 
but the poet, in his passion, borrows all the division sound of the first and 
third, in the first two lines, to bestow it on the deeper pauses at "hands,” 
and “blows,” and “lips” Theie is still a stronger central pause, though 
less of it, in 3 and 4 , while 5 to 8 run almost equably For the wiy 111 whieh 
tins “fingering” of the pervading and indestructible foot system has led to 
will-worships of fancy prosody, v inf 

9 Master of the murmuring courts 

Where the shapes of sleep convene, 

Lo 1 my spirit heie exhorts 

All the powers of thy demesne. 

For their aid to woo my queen 
What reports 

Yield thy jealous courts unseen ? 

( Love's Noctui n ) 

(I pronounce “ domain ” myself, but Rossetti was probably thinking of the 
legal vicsnt ) 

The wind flapped loose, the w r ind was still. 

Shaken out dead from tree and hill , 

I had walked on at the wind s will , 

I sat now, for the wind was still 

Between my knees my forehead was. 

My lips, diawn in, said not Alas I 
, My hair was over m the grass, 

My naked eais heard the day pass 
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The nineteenth .century saw so great and continuous His sonnets 
a reblossoming of the sonnet that it would hardly be later 
sufficient to make notice of Wordsworth the only place — generally 
or even notices of Wordsworth and Keats the only major 
places — for comment upon its later developments It 
should, of course, be noted that neither Shelley, nor 
Tennyson, nor Browning, nor Mr, Swinburne uses it 
much , 1 and the comparative abstinence may in each 
case be traced to something of the poet’s prosodic, as well 
as to something of his general poetic, character On the 
other hand, we have noted how, jyst as it supplied tonic 
and styptic in the early sixteenth century to Wyatt and 
Surrey, so in the mid-mnetcenth it exercised the same 
beneficent agencies on Mrs Browning Tennyson’s elder 
brother, Charles Tennyson - Turner, after his earliest 
ventures, kept almost the whole of his share of the poetic 
energy, so largely developed in the family, to the sonnet 
form , and his work in it, though never reaching con- 
summateness, has as much adequacy as is possible 
111 a medium which almost necessitates consummatcncss 
in order to be adequate Some of Hartley Coleridge’s 


My L)ts, wide open, had the run 
Of some ten weeds to hx upon , 

Among those few out of the sun, 

The woodspurge flowered, three cups in one 

From perfect grief there need not he 

Wisdom or even memory 

One tiling, then learnt, remains to me — 

The woodspurge has a cup ol thiee 

(7 he J Vood r pio ge ) 

Consider the sea's listless chime, 

Time’s self it is, made audible 

The murmur of the earth’s own shell — 

Secret continuance sublime 

Is the sea’s end , our sight may pass 
No furlong further Since time was 
This sound hath told the lapse of tune 

( The S ea / ir/nts ) 

Tut you must add to those quoted and mentioned “ Sudden I ighf," and 
“ Penumbra,” and 11 Alas 1 so long" (a wonderful mixture) And, in fact, 
it will be simplest and most satisfactory to add Rossetti’s Poems 

1 I must invite attention to this “ much,” for of course they ill use it — 
Mr Swinburne most But in his case the quality is scarcely of his best , 
and in the other three the quantity is of their least 
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sonnets are very fine in the English variety , and the 
famous “singleton” of Blanco White on “Night" ranks 
high among the rather numerous examples of single 
song in this particular kind Wade in his Mundi et 
Cordis 1 is very nearly a great master of the quatorzain , 
and there are many others noteworthy But on the 
whole the Rossettis, Dante and Christina, occupy the 
place of honour, be it last or first according to arrange- 
ment, in this Masque of the later Nineteenth-Century 
Sonnet. 

That they had it, by kind, may seem an obvious 
statement, but obvious statements are not those least 
worth making In the Petrarchian form, at any rate, I 
am not acquainted with many English sonnets, save 
theirs, which do not either ring somehow false, or, as 
in Milton’s case and some of Wordsworth’s, ring true, 
but with an effect which is not entirely that of the pure 
sonnet The main reason why it is so fatally foolish to 
attempt to ostracise the English form is that it, and it 
alone, really translates — that is to say, transfers the 
Italian effect in English In sonnet, as in tercet, the 
entirely different character of the double rhyme when 
present, and the want of it when absent, defeat the 
attempt to reproduce the Italian form exactly 

But Rossetti is the magician, though his magic is 
not easy to spell out. It is not that he always adopts 
outlandish diction , for no poet can write purer or more 
vernacular English He certainly uses that enjambment 
of the thirteenth line which the Italian form specially 
needs, rather more freely than Milton or Wordsworth , 
but both of them do use it, and he can get the effect 
equally well with the opposite device — that of an unusually 
strong pause at the end of this line. One open secret 
is that he adopts the octave-and-sextet division more 
frankly and fearlessly than most English poets before 
him , yet in his sonnets for pictures, where no ay^larpotpov 

1 It is usual to complete this truncation by Carmina The actual title ol 
the book (London, 183s), which is worth possessing is Mundi et Cordis 
De Reins Sempitcmis et Temporaries Carmina, 
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of meaning is required, he sometimes relinquishes this 
division altogether Nor again, though these picture 
sonnets are justly famous, and illustrate his ambidexterity 
in the most heart-easing manner, is he less successful in 
the sonnet meditative, or what may be called the sonnet 
narrative, as in that famous “Nuptial Sleep” into which 
some critical swine have read their own foulness, but 
which is an altogether glorious thing in poetry and 
prosody alike , or the gieat pendant of 

O ye 1 all ye, that walk in Willow-wood 

I think that, though it may be again obvious, the 
philosophic mind will be wisely content with the suggestion 
that the extremely plastic character of the sonnet, meeting 
with a genius skilled at divers forms of plasticity, found 
itself in exceptionally right hands I do not know how 
it may be with others , but for myself I never feel happy 
when in a sonnet, one line projects very far beyond the 
mere page-outline of the whole, or if one takes dispropor- 
tionate share of car-attention to itself, or if the line- 
divisions, whatever their overlapping in sense, do not 
observe a distinct individuality It is here more than 
ever or anywhere necessary, not merely that the wine be 
good, but that the bottle be fitly moulded, the cup chased 
with sculpturesque perfection Now, that Rossetti gives 
this care both to chalice and flagon few people will deny 
His choice of implements and material is large He will 
become ultra-Elizabethan in alliteration, as with 

And m legenerate rapture turns my face 
Upon the devious coverts of dismay, 

will hurry motion to carry off weight m 

How passionately and irretrievably , 

will even risk, triumphantly, dangerous internal rhyme m 
the same sonnet, one of the very finest of hts picturc-pieccs, 
“Sibylla Palmifera ” 1 

1 Under Lhe arch of Life, where love and death, 

Terror and mystery, guard her shrine, I saw 
Beauty enthroned , and though her ga 2 e struck awe, 

I drew it in as simply as my breath. 




316 


THE LATER NINETEENTH CENTURY book xi 


William 
Moi ns 
his prosodic 
importance 


In what fond flight, how many ways and days 1 

He is very fond of strong, indeed full-stop pauses, things 
as effective in this form as they are dubious in the 
Shakespearian But in fact there is no end to the ways 
in which hand and soul work together in these sonnets 
of his 

The prosody of William Morris is a subject of unusual 
importance and interest, not merely because of its own 
wide-ranging quality and quantity, but because of the 
singular misapprehensions which seem to have been 
sometimes entertained about it, as about its author’s poetic 
position generally These misapprehensions arc, to toler- 
ably expci ienced students of life and letters, only another 
example of the great and grisly doctrine of compensation 
Two of Morris's long poems, The Life and Death of Jason 
and The Earthly Paradise , happened to enjoy a popularity 
which (putting aside mere sports of the gods, and 
exhibitions of human imbecility in writer and reader, like 
Proverbial Philosophy and the Epic of Hades ) has hardly 
been enjoyed by anything of equal length since the great 
days of Scott and Byron But he seems to have paid 
for this by the diffusion of a vague yet almost omnipresent 
idea of him as a sort of unprovisatore, not contemptible, 
but not to be taken seriously One may even fear that 
the solemn folly which frequently affects “ both the great 
vulgar and the small ” has made not a few people feel 
satisfied that a man who manufactured pretty wall-papers 
and fine stained glass must be a manufacturer also, and 
“ meicly decorative,” m poetiy 

The extieme injustice and shortsightedness of this 


Hers are the eyes which, over and beneath 

The sky and sea, bend o cr ihee — which can driw 
By Sea, or sky, or woman, to one law 
The allotted burden of her palm and wreath 

This is that Lady Beauty, in whose praise 

Thy voice md hind shake still — long known to thee 
By flying hair and fluttering hem — thi. beat 
Following her daily of thy heart and feet, 

IIow passionately and irretrievably 
In wlnl fond flight, how many wij s and days ! 
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(sometimes manifesting itself in the most unexpected 
places), from the point of view of general poetic criticism, 
is not within the purview of the present court , but it will 
take no liberty, and exceed no powers, in quashing the 
judgment as far as prosody is concerned, let further appeal 
lie where it may We shall not have the slightest 
difficulty in showing that, for variety and idiosyncrasy of 
important metres, and for management of that variety, 

Morris was quite exceptionally noteworthy , and that the 
polymetric character of the century, on which we have so 
much insisted, and the multiplicity , of means and methods 
with which this multitude of metres has been handled, 
find hardly a more remarkable exponent among that 
century’s very greatest poets 

The faculty that came by nature, and the education The verse in 
that was the gift of fortune, are both illustrated in the '’clmhid^e ^ 
few verse -contributions to the Oxford and Cambridge Magazine 
Magazine 1 The scraps in The Hollow Land — “Queen 
Mary’s crown was gold,” “ Christ keep the Hollow Land,” 
etc, are significant enough To use one of the symbols 
of the book, which I venture to borrow for the motto 
of this volume, “Mary Rings 1 ” We have got the real 
English strain of fifteenth-century carol back in an 
English mouth of the nineteenth, with no mere pastiche, 
with no simulated cognisances and false pedigrees, but 
true blood and bone, with nothing moie than the slight 
difference of the centuries themselves So few people 
really read Middle English romance and fifteenth-century 
oddments, that I have known cntics of worship talk of 
Morris’s “ Wardour Street” “ Wardour Street in their 
throats 1 ” as the Duke of Savoy said more crudely and 
belatedly to the marchand de Pans Morris writes as 
Thomas Chester would have written if he had been born 
far on in the nineteenth century, and had had the poets 
from Wyatt to Tennyson before him, yet had retained 
his original ethos But gift and double education show 

1 I was lucky enough Lo come across this now 11 unfindable ” treasure in a 
country rectory, when I was quite a bo^, and only four or five years afUr its 
appearance But few things uf the kind lecently have been more satisfactory 
than the reprint of Morris’s part (London, 1903) 
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themselves, more elaborately and variously, of course, in 
the few substantive verse-contributions to the periodical 
even before they (or some of them) were collected and 
reappeared in The Defence of Guenevere The two 
“ together- weather ” pieces, and the earlier “ Rapunzel ” 
song under her happier name of “ Guendolen,” show it, but 
“ The Chapel in Lyonesse ” is the place “ where comfort 
is ” The dreamy agony of its cadence all through , the 
shortening of the last lines of the quatrains , the pendulum 
change of iamb and trochee, and the extensions of stanza 
Ah ms 1 I cannot fathom it, 
and the other longer one which ends 

Now I begin to fathom it 1 
are all very choice things 1 

There were, however, few ears to hear the music when 
a larger body of it was mustered and issued in 1858 
Not only was English criticism then but just recovering 
from its decadence after the great period of Coleridge, 
Lamb, and Hazlitt, but the very agencies under which 
the recovery was being effected — those of Matthew Arnold 
and of the Saturday Review — were as much opposed to 
work like Morus’s as they were to each other There 
might be “ young persons growing up for ” it, but most of 
them were “ in short frocks,” or, to make it consistent to 
fact, in short jackets. 

Yet it was there, for whoso would and could, to hear 
The very terza of the Defence itself is one of the most 
remarkable examples of that metre in English (v inf on 
Canon Dixon’s Mano ), though the usual final quatrain 
shows the odd jolt or shrug of relief — appropriate 
here, as it happens, to the meaning — with which English 
verse welcomes its release from the alien measure, and 
which one never feels in Italian 2 And the continuous 

1 Suggestion from “The Lady of Shalolt ” (for which we know that Morns 
had a special admiration) was doubtless j^csent , but the prosodic motive is 
differently handled 

a Here arc the three last stanzas 

“All I have said is truth, by Christ’s dear tears, 5 ' 

She would not speak another word, but stood 
Turnd sideways, listening, like a man who hears 
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fours of “ King Arthur's Tomb ” are far finer , though 
the substance is not quite so good, and the exaggerated 
archaism of the diction (for it is sometimes exaggerated) 
carries quaintness to affectation “ The Chapel in 
Lyonesse ” reappears , and then we have the remarkable 
blanks of “ Sir Peter Harpdon’s End ” with the more 
remarkable lyrical panache or “tip” to them 1 It is most 
curious to compare these blanks with those of Mr 
Swinburne’s nearly contemporary Queen Mother Eliza- 
bethan, especially Elizabethan dramatic, influence, was 
never strong on Morris , and whi^e in the younger poet 
we see already the familiar congeniality which has shown 
itself since in nearly fifty years of prose as well as verse, 
the basis of Morris’s blank verse is perhaps Tennysonian 
But there is a strong element of difference in it — not 
impossibly supplied by Browning, of whom, strikingly as 
their tastes and gifts were contrasted, Morris was also an 
early student and admirer Indeed, I should call it more 
dramatic than Tennyson’s Perhaps it was this very 
quality which made him afterwards use it so little for 
narrative , but anyhow it is intci esting 

Yet the principal charm, prosodically, of the piece is the 
little lyric coda of "placebo and dinge" for Launcelot Here, 
once more, you have the carol-tone which nobod) but 
Scott in “ Proud Maisie” had got before “ Mary Kings" 
again , though not as a tocsin here She rings once 
more, and with wonderfully varied bobs and changes, in 
“ Rapunzel,” where the old “ Guendolen ” song finds itself 
thoroughly at home The variety here, and the success 
of it, are both extraordinary , and any critic not subject- 
besotted, or else under the influence of some of the 


His brother’s trumpet sounding through the wood 

Of his foe’s lances She lean’d eagerly 

And gave a slight spring sometimes as she could 

At last hear something really , joyfully 

ller check grew crimson, as the headlong speed 

Of Lhe loan charger drew all men to see, 

The knight who came was Launcelot at good need 

1 Theiefore be it believed 
Whatsoevei he giievtd, etc 
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contemporary manias which Arnold, sound on these geese 
though not on others, gibed at in his famous preface, 
ought to have been struck by them The trio — a duo 
rather, with a chorus — of Prince, Witch, and Rapunzel, 
shows wonderful felicity of integral and contrasted prosodic 
character The prince’s long soliloquy in decasyllabic 
quatrain has the dream-quahty which Morris had already 
exhibited in the pieces mentioned , but in Rapunzel's 
octosyllabic couplets he has not yet quite reached the 
mastery of that form that he was afterwards to attain 
The lovers’ return to the quatrain, and the contrasted 
trio of the end, repeating the measure of the opening, but 
with the chorus-witch’s note of despair instead of triumph, 
complete the whole I really do not know when any- 
body had used such a concerted piece m metre 

I should like to mention every item in a book which 
has never yet had justice done to it, but that is impossible 
Something, I suppose, must be said of the numerous 
refrain -pieces as such, especially as I said little of 
Rossetti’s, and shall not say much of Mr Swinburne’s 
The singular wrath and ridicule which they excited at 
the tune, and for some time after, has long died away, 
as well as the retaliatory engouement which wrath and 
ridicule of this kind always produce To me the refiain, 
though it be of the oldest house, and probably came 
over with Rowena and the wassail cup and other seductive 
things and persons, is simply like all prosodic matters — 
and in fact like all matters— to be judged by its works 
A bad refrain is a bad thing — specially bad, perhaps, 
because it comes often A good refiain is a good thing, 
and certainly not less good for the same reason In his 
French examples Morris is less happy than if he had been 
a little more of a scholar I doubt whether he knew the 
value of the final e 

Ha ! Ha ' la belle jaune girojlle, 

though it tips an octosyllabic triplet, may , though I very 
strongly suspect it was not, have been intended to be an 
extension to ten But 
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Ah ' qu’elle est belle, la Maiguerite, 

though pretty otherwise, is quite hopeless either as eight 
or ten Except in burlesque French verse, you can’t 
make “ bel/e ” = “ bel 1 ” before “ la " 

This, however, is a small matter The English and 
Latin examples are generally excellent , and for my own 
part I have always been fervently attached to what is 
usually regal ded as the worst offender 1 — 

Two red loses across the moon, 

and to the admit able gallop apd skirmish of the 
anapxsts behind them in each stanza The piece is 
excellent morally , a man may take a worse life-motto 
than— 

Because, forsooth, the battle w.is bet, 

And the scarlet and blue had got to be met , 

and I seldom see a very white full moon without two red 
roses across it, enriching my “decorative-imaginativ e nature- 
sense,” as some would say But the rush and the hand- 
gallop of the poem arc quite independent of these things 
“Golden Wings” has, in the title pait of it, a rein. lik- 
able extension of the refiain principle, " gold " occurring 
frequently outside the actual line of “Gold wings acioss 
the sea ” , and the body is also remarkable as an attempt 
to use In Memot mm metre for narrative But “The 
Wind” and “The Blue Closet,” both of which are refiain 
poems of a peculiar character, and the last piece “In 
Prison,” deserve special attention 

In “The Wind" Morris obtains a great effect by the 
stiong contrast of the swinging cquivalcnced anap.xstic 
trimeter (wherein lay for him great possibilities yet 
untried) with the “ wheel ” of the refrain — a blend of 
octosyllabic couplet unusually valued, and Alcxandnnc 2 

1 Quite recently these poor rosy charges on the .ugent shield have pioved 
themselves as rags, not roses, to generally celestial minds 
2 Ah * no, no, it 15 nothing, surely nothing at all, 

Only the wild going wind round by the garden wall, 

For the dawn just now is breaking, Lhe wind beginning to fall 
IVind, 7 vmd t thou art sad t ait thou kind { 

Wind, wind r unhappy * thou ait blind , 

Yet still thou wandirest the Itly-ittd to find 
VOL l LI Y 
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It is by consent of good wits 1 the ne plus ultra of that 
“ eeriness " in which he has no rival but Poe, and it is of 
a rarer quality than anything but Poe’s very best “ The 
Blue Closet ” is an experiment of the concerted kind in 
Chnstabel 2 metre designedly mixed, i e alternately kept 
close to the iambic extremity or expanded to the 
anapaestic with “common ” addition — and one of no little 
success While for combination of simplicity and success 
in suiting sound to sense it will not be easy to surpass 
“In Prison ,” 8 even if every possible suggestion is 
debited to it Matthew Arnold, in one of the most 
natural things he ever said in his life, remarked, when 
asked to select his poems, that he should like to select 
them all Once more I should like to do the same with 
this little brown book But it may not be It is enough 
to say that there is in it, prosodically speaking, trumpet, 
flute, harp, sackbut, psaltery, dulcimer, and all kinds of 
music Which they that have not cars to hear, let them 
not hear 


He has the boldness— sure siqri of a great prosodist instructed and practised, 
if not also theoretic — to reduce his long lines, with rire, but striking effect, to 
the bare Alexandrine norm, as in 

I knLw them by the arms that I w\s used to paint 

1 See Mr Andrew Lang’s Introduction to Poe in the “ Parchment 
Libriry” edition (London, 1881) 

2 Perhaps I should rather say “February,” for Moms follows- Spenser in 
becoming sometimes purely decasyllabic Thus lie has not meiely— 

Alice the Queen and Louise the Queen, 

1 wo damozels wearing purple and green, 

and 

From day to day and year to year, 

And there is none to let us go, 

but spells ot 

Or did they strangle him as he Jay there 
With the long scailet scarf I used to wear? 


0 Wearily, drearily, 

Half the day long, 

I' lap the great banners 
High over the stone 
Strangely and eerily 
Sounds the wind’s song 
Bending the banner-poles 

' While all alone — - 

Watching the loophole’s spark, 


Lie I, with life all d irk. 

Feet tethered, hands fettered, 
Fast to the stone. 

The gum walls square lettered 
WiLh prison’d men’s groan 

Still strain the banner-poles 
Through the wind’s song, 
Westward the banner rolls 
Over my wrong 
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The evidence of this book ought to have been t/u Life and 
sufficient , but it was largely strengthened, in a way f^or °{J asm 
which should have been effective, even upon those who heioics 
consider lyrics trifles and refrains puerile, by the poet’s 
next publication After nearly a decade — a decade which 
saw perhaps the most momentous change in the prevailing 
attitude to literature and art which had been seen for 
half a century, and a more momentous one than was to 
be seen for another half — Morris produced (1867) The 
Life and Death of Jason But he did not produce it in 
blank verse, and he did not produce it in any kind of 
stan/a He went back to the long-disused heroic couplet, 
not of course to the stopped form, but to the enjambed, 
of a kind nearer to that of Browne and Wither than to 
that of Keats, and in fact quite astonishingly like that of 
“ Alresford Pool ” 1 Yet it was much less deliberately 
modelled on these seventeenth-century writers than a 
natural derivative from Chaucerian verse itself, which, it 
must be remembered, has a strong tendency to enjamb- 
ment He varied the metre a little, especially with octo- 
syllables such as the extraordinarily beautiful “ Nymphs’ 

Song to Ilylas,” which he aftei wards republished separ- 
ately in Songs by the Way But these arc the merest 
exceptions, though they become of much importance in 
reference to what followed The heroic is enough for 
this paragraph It is almost sufficient to pronounce it, 
and it may be safely pronounced, the best example of 
the decidedly, but not excessively, enjambed couplet that 
we have If there is less poetic quintessence than in 
Endynnon, the workmanship is far more level and sus- 
tained , and there are no “ mawkish ” extravagances in 
diction Moreover, the writer has effectually guarded 
against the sort of narrative imbroglio in which Marmion 
and Chalkhill, Chamberlayne and Keats himself, had 
allowed their measure to engage them 2 

1 V sup 11 123 

2 The first Lord LyLLon’s skit in Kenelm Chillingly — 

Sophioma was a nice 

Girl, 

etc , is good fun and fair criticism of the Quarterly and Blackwood type But 
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Its octo- 
syllabics 


In passing from Jason to The Earthly Paradise 
(1868-70) it is important to remember that the interval 
between the publication of the two was very short, and 
that the Paradise (with slight variation in the stories to 
be included) is announced as “ in preparation ” on the fly- 
leaf of Jason itself But 111 the first volume, as well as in 
the others which followed it with such extraordinary 
rapidity , 1 considering the bulk and the goodness of the 
woik they contained, Morris by no means confined him- 
self to this flesh and admirable vehicle of verse-narrative 
It does indeed, and mo wonder, form something like the 
“piece of resistance,” the cut-and-comc-again of the 
abundant feast, being employed not meiely in the de- 
lightful Prologue, but in the “ Acrisius,” “ Alccstis,” “ Cupid 
and Psyche,” and “ Ogier the Dane ” chapters of the first 
volume, as well as in many others later, especially the 
“Loveis of Gudrun," which some think the finest of all, 
and the “ Bellcrophon ” pieces No wonder , for it is 
nearly impossible to imagine a finer narrative medium, if 
the narrative is made the first object Nor should it be 
forgotten that, on the just artistic principle of continuing 
the interposed joints in the same outline as the frame, the 
“Month” pieces (containing some of the best poetry of 
the whole) arc also in couplet partly, though the poet has 
recognised the need of something moic, for that best 
poetry, by adding stanza-doublets, as it were, in some 
cases 

The stanza itself, however, in various forms, holds also 
a very consideiablc place in the text of the book , though, 
true to that curious lack of Elizabethamsm which has 
been noticed, he never tries the Spenserian 2 Nor did he 


although it would be a pity if Sophronn’s niceness and her girlhood were 
sepirated in life, ihere is not the least reason why they should not be divided 
in line 

1 I was out of England at the time of its appearance, and therefore possess 
only the third edition (still 1868) of the first (double) volume, my third 
and fourth are of their first 

1 Going a very little beyond my last, I may briefly note how very 
curious the difieience between Morris and Spenser is Never, perhaps, were 
two poeLs “so near and so far ” 
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favour the octave, perhaps instinctively feeling something 
of that doubt of it for serious purposes which I have 
more than once expressed In rhyme-ioyal, however, he 
is extremely felicitous “ Atalanta’s Race ” gave early 
proof of his skill in the great old metre of Troihis , and it 
has many other exemplifications, the greatest and the 
last being the splendid “Hill of Venus” 

But neither of these things, good as both are, seems to 
me to be Morris’s chief prosodic achievement as yet I 
find this in the stiangely and delightfully “refreshed” 
octosyllabics in which he has clothed most of what seem 
to me the best things in the book “ The Watching of 
the Falcon,” the incomparable “ Land East of the Sun 
and West of the Moon," and the “ Ring given to Venus” 
With the uncirmg instinct of the great prosodic poets he 
has caught, made fast, and developed a form and function 
of this oldest of pure English metics which had scarcely 
ever been achieved befoie, save by Gower in the Medea 
passage, and by Keats in the “ Eve of St Mark ” Besides 
having followed the English octosyllable from its shell- 
chip in Layamon light downwaids, I happen to have been, 
for very many yeais, familiar with all the best examples 
of it, in Old French from the time of Chretien dc Troyes, 
and in the Middle High German poets I think that in 
the foregoing pages, while its varieties have been burly 
surveyed, its merits have been heartily championed, and 
its drawbacks frankly allowed for Among these last 
wc may here specially insist on a certain lack of w'hat 
may be called (taking different analogies) atmosphcio, 
perfume, echo, suggestion, nuance, or, as u me-tasters call 
it, “finish,” in their technical sense It is, especially in 
long nairative pieces (for in short the seventeenth and 
the nineteenth centuries can plead exceptions), so shoit 
itself, it tups along so lightly, that it leaves little impicssioii 
on any of the senses of the mind there are few maiked, 
and therefore fewer accumulated, imprints, touches, remin- 
iscences of the vanished "fingering” This does not 
matter in the lighter kind of work, and therefore the 
octosyllable is eminently suited for that , though it will 
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be remembered that Butler 1 has to resort to special 
devices to give it bite and sting even here Chaucer, it 
may be remembered again, never uses it for anything 
really serious , his best example, The House of Fame , is, 
in its best part, almost satiric Scott, to come to modern 
times, does not aim at this kind of poetic after-touch , and 
Byron can only substitute for it (except perhaps in Pansma y 
if not even there) his strong positive effects of rhetoric, 
“ finished " in the other sense and direction 

Morris knew something better , and there is not the 
least doubt that he kaiew also the passages of Gower and 
of Keats that I have mentioned But though he could 
not have taken from Chaucer the peculiar aura of sound 
of which I have spoken, he may have gathered from him, 
too, something of the secret of paragraph-management, 
which is as important in octosyllabics as elsewhere, if not 
moie so, but which the gliding nature of the metre, in 
omnt volubilis aevum y is apt to tempt writers to neglect 
Passages of some length are wanted to lllustiatc 
successfully the effects of which I am speaking, and the 
means by which they are reached but they will be found 
abundantly in the three pieces which I have named In 
the “ Falcon ” romance — -which he has spun so greatly out 
of Sir John Mandeville’s (it may be admitted) gieat 
suggestion — the first night of watching , the wonderful 
little vignette of the falcon itself , 2 the apparition of 
the lady , the exquisite approach to the curse -laden 
bliss, and the final vision befoie the full accomplish- 
ment of that curse, aie such things as you will not 
find in the metre anywhere else before — except in 
the examples noted from the Confessto and the lesser 
“ Eve ” — combinations of epic and lyric, and practically 
unique 

1 / <7// II 415 *7 

1 Anti while he thought of Lhis anti that 
Upon his perch the falcon sat, 

Unfed, unhooded, his bright eyes 
Beholders of the hard earned prize, 

Glancing around him restlessly 
As though he Knew the time drew nigh 
When this long watching should be done 
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Unique, that is to say, together with those two prede- 
cessors and their own fellows “ The Land East of the 
Sun ” is so much longer, that its finest passages may stand 
less conspicuous, but they are certainly not less fine , and 
it has one special advantage — the slight but cunning 
countertwist and contrast of the metre, between the 
dream-narrative, and the interludes where “Gicgory the 
star-gazer ” appears in person I should gladly dwell, but 
the pages with their stealing steps warn me And 
perhaps the finest things of all are in the last, “ The Ring 
given to Venus,” a piece which I always like to set against 
M<5rim6e’s " Venus d'llle,” in order to get two masterpieces 
on the same subject, but in polar opposition of tongue, 
and kind, and temper I do not in the least mind asking 
the charge of being a too promiscuous lover, a too frequent 
repeater of the same phrase, when I say that the long 
passage 1 describing the procession of the dead gods, 
and Laurence’s journey to the site thereof, is one of the 
finest things of the kind in English poetry, and that 
its fineness is very largely due to masterly management 
— -the check and loosening and swing and sway — of 
the metre There are twenty pages of it without a 
break or a falter of craftsmanship, without a weakening 
or a slackening, of spell And though it may be a mere 
fancy, I like to think that, m the opening sketch of 
the minster-close where I’alumbus lives, there is a hand 
pointing to Keats, and, in some touches of the ghostly 

1 Hire is some of it 

By then his ryes were opened wide 
Already up the grey hillside 
The lucks of two were turned to him 
One, like a young man tall and slim, 

Whose heels vwth rosy wings were (light , 

One like a woman clad in white, 

With glittering wings of many a hue, 

Still changing, and whose shape none knew 

In aftertime would Laurence say 

That though the moonshine, cold and grey, 

Flooded the lonely earth that night. 

These creatures in the moon’s despite 
Were coloured clear, as though the sun 
Shone through the earth to light each one — 

And temble was that to see 
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waiting on the sea-links, a salute of acknowledgment to 
ancient Gower 

, As we all know, there is interest of instruction and 

Love 7 s 

Enough interest of delight, and under the former head, at least, 
Morris would be interesting to a student of prosody if he 
had wntten nothing but the curious book which came 
next (in 1873) to The Earthly Paradise, and was perhaps 
not quite so Paradisaical His fifteenth-ccnturiness, fused 
with nineteenth, has been noticed, and we have seen how, 
while wilting such riding-rhyme, such rhyme-royal, such 
octosyllabics as Lydgate and Occlcvc might have written 
if they had been very different persons and poets from 
Occlevc and Lydgate, he had absorbed the sweetness of 
the carollers, and caught the knack of ballad-refrain and 
stanza-fantasy, fiom their less-known but better-starred 
contemporaries But in Love is Enough, or the Freeing of 
Pharamond, he became, as Nietzsche might say, “ fifteenth- 
century all-too-fiftccn-ccnturish ” It is “a morality," and 
he must needs moral his metie to suit It opens with 
octosyllabics, well enough, though more definitely archaised 
than in The Eattldy Paradise And it includes many 
delightful things, in iambic couplet and long swinging 
anaprests, with some lovely lyrics 1 But because it was 
“a morality” he must needs attempt something like the 
old rhymeless doggerel, suggesting broken anaprests with 
a sort of doubled-over trochaic ending, and with moie 
than a suspicion of alliteration Of this I can only say 
that I believe some people like it, but that I don't There 
is a tumbling scramble about it with which I cannot 
away It is not only the butter-woman’s rank to markit, 

1 As this, which is one of my marvels when I read until rv iluihon o( him 
Dawn talks to da) 

Ovt r dew gleaming flowirs, 

Night flies iway 

Till the rt sling of hours 
Fresh are thy feel, 

And with di earns thine e)cs glistening — 

Thy still lips ire sw'Cet, 

Though the woild is a listening 
O Love, set a void in m) mouth foi our meeting, 

Ca.Nl thine urns lound aboul me to stay my heart’s beating 
O fresh day, O fur day, O long da), made ours I 
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but the butter-woman’s jade has got a loose shoe, and has 
never been broken to pace 1 

Even those, however, who may agree with me in not 
thinking this staple metie of Love is Enough a very 
delightful thing for a staple, will, I hope, go on with me 
to welcome it as a stage in the exploration for a new 
metre, a stage which, however unsatisfactory m itself, led 
on to something of extreme satisfaction The classical 
part of Morris’s inspiration was obviously exhausted, or 
on the way to exhaustion , 2 the mediaeval, always the 
strongest, was flourishing more tlvin ever — had indeed 
practically taken up the whole of the ground He was 
evidently seeking for some narrative metre wdnch should 
be as fiee as possible from classical or modern associations 
He had not found it , he could not have found anything 
continuously tolerable in the lollop of fiftecnth-centuiy 
doggerel, even softened by his own smoothness But he 
took from this doggcicl the secret that its fiftecnth-centuiy 
manipulators had vainly sought (if indeed they had sensi- 
bility enough in their ears to know that it was there), and 
he produced the splendid metre of Sign’d the Volsunq 
(1878) 

The exact process by which he hit upon it is to me, s jgmdtht 
even after my almost diabolic wandering up and down Tolsung 
the earth of English prosody, and going to and fro in it, 
unceitain The places whence it might have come — 
though no single place 3 — I know well Its gaffer is of 

1 Such wurcls shall my ghost see the chronicler writing 
In the diys that shall be— ah 1 — whiL wouldst thou, my fosterling? 

Knowcst thou not how words fail us aw iking, 

That we seemed to hear plain amid sleep and its sweetness ? 

It will, of course, be obseived that you can also get into or out of it 
suggestions of amphibrach, pjeons of various kinds, ionics a vunorc y and 
other fleeting constituents of .1 “tumbling’ welter of verse, like the outlines 
of the eddies in a lasher like them 1L is sometimes, as they arc ulwiys, 
soothing, if taken “confusedly” and passively enough 

2 It never went much into detail, or beyond the “clear colours and 
stones” of the matter What made him, even as a whim, double the c of 
“ Aeon Lius ” and so suggest a dislocition of Ovid’s metre, I never could make 
out Bui the slip pans amusingly with the “ bel’ Marguerite " quoted above 
3 I mean, of course, as an accomplished and maintained metrical vehicle 
Isolated examples occur, in that sporadic fashion which is so precious to us as 
evidence, quite early You could not, for instance, have a belLer, birring the 
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course the old equivalenced fourtecner of Gamelyrt, with 
its obvious central stop , and the younger measure “ holds 
to the blood of its clan ” unflinchingly in this respect 
But its gammer, though of the clan still, is of a different 
branch of it — that form of the resolved fourteener metre, 
or ballad couplet, which arranges itself so that the odd 
lines of the ballad form have a syllabic short and a quasi- 
trochaic ending When these two are joined there is 
added, in the next generation, a much larger proportion 
of anapmstic equivalence than was usual in the old 
fourteener, or even in t Gamelyn itself, but with retention of 
sufficient iambic feet to steady and indeed check the measure 
from too cantering apace 1 Internal rhyme is carefully 
kept out of the blend, because that would introduce a 
second internal pause , but final rhyme is maintained 
And the sine qua non of the thing is that, whether there 
are two short syllables or one shoit syllabic m the third 
foot of the first half — whether it is anapaist or iamb 
the trochaic effect of the final two syllables of that half 
bcfoie the pause shall be unalterable and strongly marked 
Very often there is an actual grammatical stop of punctua- 
tion , nearly always there is something that would almost 
justify at least a break, even in such sentences as 

Hast thou kept me here fioni the net and jj the death that tame 
things die? (Bk 11 p 1 3 1 ) 

where it may be observed that the second half will stand 
by itself — it has, as it were, discarded the boriowcd thing 
“and " , as well as that the less easily this can be done, as 
m the very next line — 


fin'll f, thin one of the lines quoted (and, by the w,i}, mi&divulcd in printing) 
from Robert of Glouccstu it \ol i p 68 

That an hundred thou | sand cin|dlen || ind mo | icholle | him tuirlr 
But Rebel t cannot hold the measure, and his feminine endings spoil it even 
here At the other end of the story it appears, as has been pointed out, in 
Maud , but faintly and fitfully 

1 In other words the stages are — 

(a) Ti turn, ft -turn, ti turn, ti turn || ti-tum 9 ti turn ti-tec 

( b ) Ti-tum, ti-tuNiy titu?n-ti 
Ti-tum , ti-tum ti-ttt 

(c) Ti [it ]tutn, , 't [ U || ti\ti yum, [/; ]ti-tum t [ f i \ti-tee 
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Hast thou feared me over muih, thou foe of the gods on high ? 

so much the less good than usual is the effect 
But, on the whole, 

The metnng of it is a joy to see 

Perhaps the most beautiful and successful example is, not 
in Siskind itself (though there are many thcic), but the 
exquisite lament of the “ Wood Sun,” in 7 he House of the 
Wolfings , for the loss of her maiden divinity and the fate 
of her human lover— a thing that any poet in any metre 
will have to look over his store carefully before he ties 
with 1 And it carries the actual Sigurd through admirably, 
being good for narrative and good for poetry, possessing 
a combination of volume, currency, and effective ihythm- 
marking rare among metres, and having divers liLtle 
accidental or minor conveniences, such as the way in 
which it lends itself to sententious half-refrains like 


or 


Sinfiotli Signy’s son 
Sinfiotli Sigmund’s son 


It should be needless to say how interesting is the compari- 
son of this with the closely allied but quite different metre 
of “ The Revenge ” and “ Lucknow,” and how curious it is 


1 London, 1889, p 103 

Thou gayest it, I am outcast ]| for a God lliaL lackclh mirLh 
Hath no more place in God home || and never a place on earth 
A man grieves, and he gladdens, |[ or he dies and his giief is gone , 

But what of the grief of the Gods ? and || the soriow never undone ? 

Yea, verd>, I am the outcast || When first in Llune arms I la) 

On Lhe blossoms of the woodland || my godhead passed away , 

Ihenrefoith unto thee was I looking || for the light and 1I11 glory of life, 

And the Gods’ door shut behind me || till the diy of the 11IU rrnosl Mnfc 
And now thou lust Lakcn my soul, thou || wilt cast it into tin night, 

And cover thine head with the daikness || and turn thine eyes from the light 
Thou would’st go to the empty country || whcie ne\er a sted is sown 
Anri never a deed is fashioned |[ and the place where each is alone , 

But I thy tin all shall follow, || I shall come where thou seem’st to he, 

I shall sit on the howe that hides thee, || and thou so dear and nigh ' 

A few bones white in their war gear, || that have no help or thought. 

Shall be Thiodolf the Mighty, || so nigh, so dear — and nought 1 
£f Mon Dieu, que cela est beau ! ’’ as Colomba says , not merely in rhythm and 
phrase, but in composition and completeness 1 And note how the peculiar 
“over run” of the pause at “ Gods? and,” “soul, thou,” coriesponds 10 lhe 
sob-break of the thought 
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Way 


to see what a change catalexis at the pause produces , or 
to point out many other agiccable things about it How 
far it would do for gcncial use 1 am not prepared to say 
But in Sigurd it passes the test^that the poem becomes 
practically unthinkable in any other foim than its own 
The fragments of verse in the later prose romances, 
which are numerous and often charming, cannot, sorry as 
I am foi it, receive further notice heie than that which has 
been gnen to the most beautiful of all above But the 
more charming volume 1 in u Inch, if his godhead had 
passed away as a pure writer of the diviner harmony, 
he showed that he had lost nothing of it in power but 
resigned it of will, cannot be omitted A more beautiful 
and defter wielding of the trochaic seven with casual 
iambic completion it will be almost impossible to find 
even in the seventeenth century, or even in Blake and 
Keats, than “ Meeting in Winter” And it is curious that 
Moms has succeeded in charging it with a rapturousness 
for which Shakcspcatc and Milton had no use, because 
their employment of it is usually cither light or stately, 
but which it is odder that Keats did not, of his very 
nature, develop Blake alone comes near to it , but even 
he has not got just the touch of the last eight lines, 2 where 
the contrast of the apparent shortness, and the long- 
drawn-out lusciousness, of the line reminds one of 
Shakespeare’s own contrast of number and time in the 
Venus 

lie never did better ballad metre than “ The Hall and 
the Wood ’’—few modern poets have ever done it so well 
— and in scecial poems he has that peculiarly soft and 
soothing form of the decasyllabic quatrain, or rather tnplet 
with an odd line, which may be a lcfram or half-rc fi am, 

* Points by l Ju IVay (London, 1891) 

- O my lent, how sweet and sweet 
That first kissing of thy feet, 

When tlie fire is sunk alow, 

And the hall, made empty now, 

Growelh solemn, dim and vast • 

O my lo\c, the night shall last 
Longer than men tell thertof, 

Laden with our lonely love 1 
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added to its body 1 And the more familiar anapaestic 
dimeter alternately redundant and closed — a measure which 
may go from the merest tinkle to the most magical 
carolling — sweeps and sinks perfectly in “ The Message of 
the March Wind” 2 The very curious arrangement, in 
triplets and quatrains, of “The Two Sides of the River” 
exhibits, successfully, lus incessant “cunosity,” in the 
good Johnsonian sense, as respects piosodic arrangement 3 
I hope 1 have shown that, besides its extreme beauty 
intrinsically, the prosody of William Morris has a quite 
peculiar historical interest I think the reproach of 
“ Wardour Street imitation ” and “ faking,” which has some- 
times been brought against his work, unjust and mistaken 
in nearly all respects, but it is nowhere more so than 

1 Whence comcst thou, and whither gocst thou ? 

Abide 1 abide 1 longer the shadows grow , 

What hopest thou tht dirk to thee will show 
Ahule 1 abide * for we are happy hue 

There \s Also wery lovely octosyllabic arrangement of sovnewh 1 1 the s une 
kind in “ Love’s. Gleaning Tide ’ 

Draw not away thy hands, my love 
With wind alone the brmches move, 

And though the leaves be scant above — 

The Autumn shall not shame us 

2 This land we have loved in our love and our leisure 
bur them hangs in heaven, high out of then reieli , 

The wide hills o er the sea pi nn tor them have no pleasure, 

Ihe grey homes < f their fullers no story Lu teaeh 

Ihe measure is “Moorish,” and he sometimes tikes Lhe Moorish liberty 
of foisting in a syll ible, as in — 

Like the love Lliat o’eitook us un[a]\\ares and unehenshed 
But it is pUient of slur 

d Nor do I find — and this is Lhe strongest test of it, and therefoic not 
irrelevant or impertinent to mention — his skill in the hast affected by what 
seems to me the rubbish, and, what is more, the mischievous rubbish, of the 
meaning of his political poems here What does meaning malltr when you 
have, for instance, such verse as “ A Death Song” ? It must be a singiduly 
feeble intellect and taste Lhat cannot perform the easy dichotomy of metre and 
meaning , though no doubt it is one of the advantages of the study of prosody 
that lL helps the process You pour the poison or the ditch vviter out, you 
keep, and marvel at, the golden cup You can refill it, as far as meaning 
goes, at your pleasure with the grealest tilings — the lusloric death of Sir 
Ralph Percy, “keeping the bird in his bosom’ , the historic burial of Sir 
Christopher Mings, with the nameless twelve seamen, asking only for a fire 
ship, and Lhe enemy, and a chance of vengeance for their e iptain But you 
cinnot make the cup, unless you are a different person from the present writer, 
or (with all reverence) probably most of his reulers 
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Mr Swin- 
burne his 
blank vtise 
postponed — 
A Iolanta 
m Calydon 


here True, Morns wrote with Chaucer or Gower and 
the fifteenth-century ballad- and carol-writers before him, 
certainly , with Browne and Wither almost certainly , with 
Keats again to a certainty But the result of his study 
is not an artificial and literary following, it is a lineal 
representation, embodying the full real qualities of 
Victorian verse as well as the others He serves himself 
heir to them all , there is the very strain of the lament of 
Troilus over the palace now no more of love, and of the 
Medea passage, and of “ Alresford Pool,” and of the 
"Eve of St Mark,” as. true in his verse as the blood of 
the great dead members of a great race is in the veins of 
their worthy descendants Yet, as in those descendants, it 
is charged with the influence of new time Without them 
he could not be , but the impossibility puts no stain of 
inferiority on him it is, on the contrary, the warrant of 
his prosodic nobility, the sign and symbol of his legiti- 
mate rank Theie is haidly a poet in all our great 
assembly who displays, in the procession of Ins verse, 
more of the imagines of the history of English poetry 1 
It was, for the public at least, with blank verse, in The 
Queen Mother and Rosamond (i860), that Mr Swinburne ' 
began , but though his blank verse has always been of fine 

1 Since tins notice of Morns was written, Mr Bridges ( Selected. Pouns of 
R !Y Dixon , London, 1909) has informed us that Morns’s “ first-born poem 
still exists, but wdl neicr be published,” that it is '* absurdly incompetent, ” 
th it it “ proves lhat Morris had never attempted poetry before, and that be- 
tween this venture and his first book [ including the Oxford magaiine-piet es or 
not ? — G S ] he must have studied and practised hard to some purpose ” All 
the better , though, of course, one reserves actual judgment on the piece till it 
is before one Poeta nascitur is true no doubt , but, as Du Bellay wisely said 
long ago, poeta non fit is in a sense false Poeta disci/ , crest zt 7 mehor fit , 
unless lie is either a second-class poet or a precocious and passing portent 

2 The te\t was written before Mr Swinburne’s death, and when there 
was no reason to anticipate its speedy occurrence I have only perfoimed 
thL doleful offices of altering tense and phrase, though as little as possible But 
I hope I may be excused for preserving in this note, unaltered, the woids with 
which it originally opened “ And now we come to the exception of this volume 
and this Ilistoiy — the one living master of English prosody, whom it would be 
impossible to leave out, and in reference to whom, fortunately, the usual 
difficulty of dealing with living writers in such a hook as this does not piesent 
itself There is neither difficulty nor invidiousncss in selection , for fifty ‘ kind 
calm years’ have put Mr Swinburne indisputably at the head of the choir of 
the poets of our days , and there is no need of respect humain — of glossing, 
or softening, or allowance — in dealing with his prosodic performances ” 
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quality, and more penetrated with direct study of the 
Elizabethans than perhaps that of any one else, it is 
certainly not by it that he will chiefly live as a prosodist 
magician, and special notice of it may be postponed It 
showed great improvement in Atalanta in Calydon (1865), 
but for quality and individuality it could not compare 
with the marvellous choruses of that epoch-making book 
Those who read Atalanta when it came out had no lack 
of “ aged ” horses of the very first class to try it by 
They had just been reading Tennyson’s Enoch Arden , with 
“ The Voyage ” and “ In the Valley of Cautercts ” to 
show them that the master's wing had moulted never a 
feather , and Browning’s Dramatis Persona:, with things 
in it equally worthy of the author of “ The Last Ride,” 
and 11 In a Gondola,” and “Love among the Rums” 
But in the Atalanta choruses there was nothing in the 
least imitative of either of these poets , and there was a 
quality which Tennyson had seldom displayed, and which 
Browning, though he showed it sometimes, did not often 
employ in his best lyrics — the quality of speed Further, 
this speed was the speed not merely of the runner but of the 
dancer , a motion miraculously combining the undulation 
and gyration, which usually require somewhat slow pro- 
gression, with the utmost lapidity, yet never making slip 
or slur “When the hounds of Spring are on Winter’s 
traces ” made an actual renouveau of English prosody , 
and sent a fresh pack of verse-hounds, bounding and 
doubling, and though not “ slow in pursuit,” “ matched in 
mouth like bells,” through wood and over field of the 
poetic country And these hounds arc true-bred Every 
weapon and eicry sleight of the English poet — equivalence 
and substitution, alternation and repetition, rhj mes and 
rhymeless suspension of sound, volley and check of verse, 
stanza construction, line- and pause-moulding, foot-con- 
junction and contrast, — this poet knows and can use them 
all The triple rhyme itself, that springe for the unwary, 
gives him no difficulty He seems to revel in variety 
the stanzas actually hide, though they never falsify, their 
heredity of norm 
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But is this variety merely a clever disguise of inability 
to preserve and support a severer form ? Not in the 
least The great — it is not rash to call it the immortal — 

Before the beginning of years 

comes at once to show the fact Except in lengthening 
the compass of the stan7as by making them respectively 
multiples of the quatrain m batches of three, four, and five, 
there is nothing but the simplest equivalence to vary that 
quatrain itself — vve might almost, but for the alternate 
rhyme, say the couplet And yet there is no monotony 
of any kind, 1 and the piece bounds and sweeps to its 
end as inevitably in sound as in sense 
The third chorus— 

For an evil blossom was born, 

which would have been “ a wonder and a world’s desire,” 
had it appeared alone, is not perhaps quite the equal of 
the first two, though the strophe beginning — 

Was there not evil enough, 

is equal to anything in them 1 doubt whether regular 
postponement of rhymes in sets is very good in English 
(‘‘born, blood, fruit, tears, scoin, bud, root, yeais,” etc ) 
But the graver and mostly iambic 

Who halh given man speech ? or who bath set therein 

shows again wonderful composition — is a "greater Ode” 
of the best and most serious kind , while the lighter 
trochees of 

O that 1 now, 1 too were 

supply a chaiming contrast, to be magisterially completed 
by 

Not ns with sundering of the caith, 

with its short lines shooting out into long Nor must we 

1 It ib veiy interesting to find a critic like Dr Brandcs complaining of 
11 stiffness,” “ sameness,” of too “ classical ” elTect, etc (Cl the German critic 
noticed above, p 176 ) Ihe fict is that there is a sort of loose sloppincss in 
the German or Germanised ear, which cannot understand elasticity combined 
with form Hence, probably, thur rough ind tumble “stress” systems of 
prdsody For the utter inidequacy of such a criticism on Swinburne, see the 
remarks below — especially those on “At a Mouth’s Lnd ” 
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omit the considerable lyric interchange in the penulti- 
mate scene, and the admuable valediction of the chorus 1 

Now it was impossible that this achievement should Cimsidcraiions 
not delight every catholic lover of English poetry , but on 11 
I doubt very much whether many, even of such, fully 
realised its significance at the time when it appealed It 
could not have come without the man , but it also could 
not have come without the hour That hour was the 
result of two generations — as nearly as possible two of 
the technical “generations” of thirty years each In the 
first of these the great Romantic revolters — often (almost 
always perhaps, save in the cases of Southey, Coleridge 
partly, and Keats especially) without much deliberate 
purpose of the prosodic kind — burst the bonds of the 
eighteenth century, and went, partly on, partly back, to 
freedom In the second this freedom was expanded and 
varied by the epigoru, whose leaders were Tennyson and 
Browning And it is scarcely less remarkable that Mr 
Swinburne, in addition to his indispensable and un- 
analysable personal gift, bi ought to the matter a very 
largely increased learning as well as a specially qualified 
power His familiarity with Elizabethan literature is 
matter of common knowledge, but I believe I am light 
in saying that there was little in the whole range of 
English poetry, since Chaucer at any rate, that he did 
not know His classical scholarship was undoubted and 
it was accompanied by acquaintance with the whole range 
of French 2 literature at least, among modern and 
mediaeval tongues Thus he possessed, as hardly any- 
body since Gray had possessed, the three arms — the horse, 
foot, and artillery — of classical, English, and foreign (not 
merely modern) verse and letters generally 

1 Selection from Mr Swinburne is equally templing and difficult, fiom 
the impossibly large number of specimens that suggest themselves I must 
therefore refer to the originals except in specially illustrative cases 

* To what exact extent Provencal was included in this I am not sure I 
think his adaptation (with acknowledgment) of the gieat alba refrain for “In 
the Orchard ” has deceived some people lie very likely knew Bartsch , but 
as for the short metres which have been alleged, he could have got them 
from Drayton and others — if he wanted to get them fiom anything but his 
own genius and the spirit of English poetry 

VOL III Z 
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Chaste lard 


Pot ms and 
Ballads 


These gifts, and the personal one not least, were, if 
not better, yet certainly no worse shown in Chastelard 
(1866) I think, if I were a pedant, I could be pedant 
enough to point out one or two specks 1 in the beautiful 
French verses which open the play , but they are the 
merest specks, and the whole is of the best brand of 
mil-huit-cent-trente — with something added that, at the 
time of Mr. Swinburne’s writing, even Verlaine in Ins 
earliest work had not developed in French But this is 
extraneous, though by no means irrelevant The English 
blank verse shows, I think, a further advance I shall 
not say that Chastelard’s final speech wholly escapes that 
touch, of character less dramatic than poetic, which I have 
hinted against all our later verse of this kind But it 
comes nearer the escape, there is haidly more than one 
bar of the window left unbroken And the of the 

Pieachcr at the end of Act v Sc. 1 — 

The mercy of a harlot is a sword, 

And her moulh sharper than a flame of fire, 

has the quality which none but the greatest verse possesses 
You hear it, and it abides with you for ever 

But the lyrics are, as usual, the test and symbol of 
the prosodic matter , and if anybody wants something 
finer than 

Between the sunset and the sea, 

let him seek noon at fourteen o’clock, and when he has 
found it, sit down and eat better bread than is made of 
wheat The manipulation of Sameness and Difference is 
the secret of prosody as of much else, and it is perfect here 
From such a lyrist one could not but crave toute la 
lyre , and it came In Poems and Ballads (1866) there 
is hardly anything that would not repay prosodic study, 
for, even in pieces identically metred, the poet’s quenchless 
individuality of handling measure, and his less varied but 
wonderfully adaptable command of diction, differentiate 
them But of course we must group and select here The 

, 1 Only specks compared to Lhe blot indicated above in Morris, and 
common in all but the best English-French verse 
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canzone - type of the opening “ ballads ” of Life and Death 
connects itself pretty obviously with the chorus measures 
of Atalanta , but the metre of Laus Veneris — so great Laui Vauru 
a poem that perhaps it was unjustly deprived of title 
pre-eminence for the whole volume — shows new powers 
It owed, of course, and never ignored, royalty of dncct 
suggestion 1 to FitzGerald ( v sup p 273), but the difference 
of handling and result is almost startling I have given 
myself, and perhaps my readers, some pains, and myself 
at any rate some pleasure, by tracing and studying the 
biology and the qualities of the decasyllabic quatiain J 
We have seen how, “simple of itself,” it has a dangeious 
tendency to monotony, and how poet after poet, since 
poets were taken out of the go-cart, has tried this and 
that device of clipping, shaping, varying rhyme-order, and 
the like Mr Swinburne, following FitzGerald, has taken 
the pnnciple of the teiza, that of the single line unrhymed 
in the individual stanza , but though, again like his fore- 
runner, he has not attempted to make this the rhyme- 
staple of the next stanza, his third lines, unlike those of 
Omar, rhyme in pairs By this means not merely is the 
above referred to monotony of the individual stanza re- 
lieved, but each alternate stanza holds out a feeler to the 
next, making the arrangement almost an octave— a squad- 
ron charging in two troops The poet has been wisely 
chary of enjambment between the quatrains, though 
using it when he wants it , while he has alternated 
enjambment and single-moulding, as regards contiguous 
lines in the stanza, with as careful a hand The poem is 
by no means a short one, extending to more than four 
hundred lines, and the situation has no emotional change , 
but the thoroughly sustained heavy atmosphere of doom 
never becomes oppressive, though it remains always grand, 
until it finishes with the representative magnificence of 
the conclusion — 

1 The interesting story of its composition, told by “ G M " in 7 he / rims 
just after Mr Swinburne's death and before bis own, embodied thL fact 
dramatically 

- See under Davies, Davenant, Dryden, Gray, Hood, Tennyson, and 
others, as well as TiUGerald, 
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Various forms 


I seal myself upon thee with my might, 

Abiding always out of all men’s sight, 

Until God loosen over sea and land 
The thunder of the trumpets of the night — 

one of the greatest quatrains in English, leading up to 
one of the greatest lines 

Few things are prosodically more interesting than to 
observe the diffeient effects, notwithstanding the close 
relationship, of these “ outrigger "-quatrains in Omar and 
the Laus respectively 1 Both have the general effect of 
meditation, which this form, manipulate it as you will, 
rarely relinquishes, and never successfully But Fitz- 
Gerald’s variety adapts itself naturally to, or rises naturally 
out of (I do not in the least care which phrase is preferred), 
the discursive, satirical, very largely intellectual character 
of the subject , while Swinburne’s is as body to soul with 
the intense passion and the concentrated brooding of his 
situation “ For soul is form and doth the body make,” 
and the amiable enthusiasts who will maintain that there 
is no such thing as body, leave us the enjoyment of both, 
and so enable us to make the best of both the worlds of 
Congreve’s epigram 

I have always thought the stanza of the “Triumph of 
Tune” — which takes a somewhat quicker movement, after 
he had so well shown in the Laus what master lie was of 
the slow one — a wonderful triumph in itself , 2 but I do not 

1 To read these two poems one alter the other is a curious and never- 
palling luxury 

1 It is hard to say whether the poem is lovelier with redundance or without, 
so I shall give a specimen of both 

You have chosen and clung to the chance they sent you, 

Life sweet as perfume, and pure as prayer , 
but will it not one day in heaven repent you? 

Will they solace you wholly, the diys Lhat were? 

Will you lift up yom eyes between sadness and Miss, 

Meet mine and see where the great love is, 

And tremble and turn and be changed ? Con'ent you, 

The gite is sli ut , I shall not be Lheie 

There lived a singer m France of old, 

By the lideless, dolorous, midland sea 
In a land of sand, and rum, and gold 

Theie shone one woman, and none but she 
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know that it is more beautiful than that of “ Itylus ” 1 with 
its secular association, or indeed than the less uncommon, 
but admirably managed, anapaestic quatrains of “ Les 
Noyades ” 2 Although “ Anactoria ” is a fine poem, I 
cannot be unreservedly enthusiastic over Mr Swinburne’s 
heroics (with due exception for Tristram , to be de- 
veloped later) The stopped form is not quite in his 
way, and the enjambed encourages, rather loo much, 
his tendency to be Isaeo torrentior Many, very many, 
single couplets rise up and smite me in the face for this 
utterance, as — 

Take thy limbs living, and new mould wiLh these 

A lyre of many faultless agonies , 

wherein one may discover capabilities of a new Drydenian 
model, very admirable But on the whole I have written , 
and I turn with ineffable relief to the “Hymn to Proserpine,” 
and to that magnificent couplet, so descriptive of the metre 
in which it is clothed — 

Fate is a sea without shoie, and the soul is a rock that abides , 

But hei ears are vexed with the roar, and hci face with the foam of 
the tides 

Except that this roar vexes not, and this foam only 
caresses 

But perhaps you do not like galloping meties You 
are wrong but the poet is ready for you The very 
goddess who has just been celebrated wails in her 


And finding life for her love’s sake fill, 
liung Pun lo see her, he bide sei sul, 

Touched land, and saw her as life grew cold. 

And praised God, seeing , ami so died he 

1 Swallow, my sister, O sister swallow, 

How can thine heart be full of the *pnng? 

A thousand summers are over and deid 
What hast thou found in the spring to follow ? 
Whit hast thou found in thy heart to sing? 
What wilt thou do when the summei is shed ? 

2 Whatever a man of the sons of men 

Shall say in his heart of the Gods above, 

They have shown man venly, once and again, 
Marvellous mercy and infinite love 
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“ Garden ” 1 to scatter her poppy , as she does in 
“Ilicet ” 2 with an even dreamier motion, yet with an 
equal melody 

The variety and the individuality of the construction 
of these measures becomes almost bewildering, though 
every one of them responds, with utmost accuracy, to the 
laws and specifications which have been reached, as the 
icsult of actual examination, in these three volumes 
Every effect has its cause in devices slowly but surely 
and legitimately developed from Godric to Tennyson , 
and the multiplicity of the effects themselves is evidence 
— not that the causes have reached their ultimate power, 
but that that power is very nearly infinite The cunningly 
shaped quintet (utilising that special rhyme-arrangement 
abnnb which the quintet invites) and the peculiar stroke 
of the shortened final line to be found in “ Fragolctta " 3 
and lepeated in “Fdlisc ” 4 wiLh the other order ababb , 
the two beautiful rondels with shortened refrain , the 

1 Pale beyond porch and porlal, 

Crowned with calm leaves she stands, 

Who galheis all things mortal 

With cold immortal hands 
Her languid lips are sweeter 
Than love’s who fears to greet her, 

To men that mix and meeL her 
From many times and lands 

2 There is an end of joy and sorrow, 

Peace all day long, all night, all nionnw. 

But never a time to laugh 01 weep 
The end is conic of pleasant places. 

The end of lender words and faces, 
lhe end of all, the poppied sleep 

ITow good it is to compare this with Lhe original lomance six or nme 
cout't , and sec the difference made by the double endings of the couplets 
and the addition'll foot in the third and si\th lines 

3 O bitterness of things too svi cet 1 
O broken singing of the dove J 
Love’s wings are over fleet, 

And like the panther’s feet 
The feel of love 1 

4 What shall be said between us here, 

Among the downs, between the trees, 

In fields that knew our feet last year, 

In sight of quiet sands and seas, 

1 his year, F£lise ? 
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solemn ode-measures of the “ Litany” and the “ Lamenta- 
tion” , the carillon tunes of “ Amma Anceps” 1 and ‘‘A 
Match ” , 2 the wonderful ring-beat of “ Faustine ” , and 
the throbbing insistence of “ Rococo,” 8 with the catches 
varied in the body of the line, but shot with “remember” 
and “ forget ” in a way a little reminding one of the Pearl 
refrains — to all these, and to each of them, endless study 
and endless admiration are due But the poet wants no 
tricks and frounces of mere variation in his metre Take 
“ Stage Love ” 3 4 * * * with its rigid economy of means — a 
plain trochaic trimeter catalectic » Never a foot varied , 
never a licence taken , the only means of variety adopted 
a simple, and that not wide, displacement or suspension of 
pause, and the arrangement of alternate couplets of double 
and single rhyme Yet you will hardly find a completer 
thing, a more finished symphony, in English poetry 

I must pass many, only glancing at the beautiful 
outline (7, 4 7, 4, 6, 6, 10, ababeeb ) of the form of 


1 Till death have broken 
Sweet life’s love-token, 
Till all be spoken 
That shall be said — 
What dost thou praying, 
O soul ? and pla) mg 
With song, and saving 
Things flown and fled ? 


For this we know not, 

That fresh springs flow not, 
And fresh griefs grow not, 
When men are dead — 
When strange years cover 
Lover and lover, 

And joys are over 
And tears are shed 


a 


If love were what the rose is 
And I were like Lhe leaf, 
Our lives would grow together 
In sad or singing wealher, 
Blown fields or flowerful closes, 
Green pleasure or grey grief 
If love vveie what the rose is 
And 1 were like the levf 


3 Take hands and part with laughter , 
Touch lips and part with tears , 

Once more and no more after. 
Whatever comes with years, 

We twain shall not lemtasurc 
TIil ways Lhat left us twain , 

Nor crush the lees of pleasure 
hrom sanguine grapes of pun 


4 When the game began t>etwecn them for a jest, 

lie played king and she played queen to match the best 

Laughter soft as Lears, and tears that turned to laughter, 

1 hese were things she sought for years and conowed after — 


where the heavy, mournful, scornful stamp of the trochee (shadowed even in 
1 Boachcea,” imperfectly anticipated in some things of Mrs Browning’s, and 
perfectly achieved, but differently measured out, in the “ Vision of Sin ”) is 
superlative There are “ twenty-forty ” things (as Gumbo says) that I long to 
quote But “ Faustine” itself is universally known, and there is no room for 
the others Only let the reader meditate on this miniature anthology of forms 
— a small minority of those in the book 
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The 

* 1 Dolores 1 
mclre 


‘Before the Mirror”, the hammer-strokes, cunningly 
varied but closely connected in rhythm, of the “Songs 
in time of Order and of Revolution,” and the stately 
stanza (with a rich rhetoric in it suitable to the subject) 
of the “Victor Hugo” lines, the soft dream -echoes of 
“ Before Dawn,” arranged (as is “ Madonna Mia,” though 
in shorter lines) m Mr Swinburne’s favourite rhyme- 
scheme aaabcccb , the "Hesperia” variation of the long 
rhymed anapiestic with alternate masculine and feminine 
rhyme , the strangely effective octosyllabic couplets, 
stamped separate in their very moulding, of “After Death ” 
The Sapphics and hendecasyllabics will come best in the 
chapter of the Hexameter, where also the relation thereto 
of “Hesperia” itself may be touched But something 
more must be said — on the principle of to him that hath 
shall be given — on the most striking prosodic triumph of 
the book, the already twice or thrice mentioned new 
l’ 1 acd-stanza of “ Doloies” and the “ Dedication” 

It may be permitted, I think, to a histonan of prosody, 
to regard this delightful thing with rather special delecta- 
tion , for there arc few things in the whole subject which 
show bettei that that subject is no vanity, and that it can 
only be a vexation of spirit if it is improperly handled 
The initial “ rumtity-tumtity-tum ” of Shenstone and 
Cowpci , the comic improvements of Gay and others , 
the apparently casual inspiration which made Byron 
get rid of the jolt and Jingle by the simple experi- 
ment of alternative double rhyme, in Ilaidde’s “Garden 
of Roses”, the perfecting of this form by Praed — 
these surely form a genealogical tree of sufficient 
interest as they stand But though it may be tiue that 
“seldom comes a better,” yet it docs come sometimes, 
and so Mr Swinburne thought of shortening the final 
line I shall not say that this is unbctteiable , 1 set no 
limits to the powers of the Muse But 1 cannot help 
thinking that, though they may equal, they can hardly 
exceed it in its special kind 

The prosodic effect of this slight shortening of the 
last line may at fiist sight seem astonishing , but those 
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who have been good enough to follow the demonstrations 
of this History will be quite prepared for it It is exactly 
on a par with Tennyson’s manipulation of the decasyllabic 
quatrain in the “ Palace” and the “ Dream ” , it is directly 
related to the effect of the Alexandrine in the Spenserian, 
though that be lengthening and this be shortening , and 
it is not so very far removed from that of the final couplet 
in rhyme-royal and some other things A succession of 
stanzas, not only uniform with each other, but uniformly 
arranged within themselves, is always liable to two bad 
effects — monotony and disconnection — which may be 
removed by constant legerdemain on the part of the poet, 
but hardly The isolation or individualising of the final 
line at once breaks the monotony, and, strange as it may 
seem, establishes connection It reminds you that you 
are at the end of one stanza, and it prepares you for the 
beginning of another 

But the special modification has also its special effect 
It gives the “ fall ” which is so invaluable , and it permits 
the qualification of that fall as either “ dying” or giving a 
“ flourish ” effect in the good sense The former is the 
turn given to it (suitably to the matter, but not by 
any means wholly through the matter) in the “ Dedica- 
tion,” where the final stanza ‘‘sinks on the sea” with the 
folding wing-sweep of an albatross The closing motion, 
combined of “ flourish ” and fall, is shown throughout 
“ Dolores,” and makes the stanza almost ideally suitable 
for the great series of pictures and situations that the 
poem contains Nor could anything contrast more finely 
with the melancholy music and the sweeping rush of the 
companion pieces already noticed — "The Garden of 
Proserpine ” and “ Hesperia ” Other hooks 

To what extent and in what proportion I ought to 
discuss the contents of the long row of volumes — most of before 
them denizens of my shelves from their earliest appear- Sunrlse 
ance — which have followed the first Poems and Ballads , 

I cannot be certain Pleasure at the helm steers me 
towards the whole unflinchingly , but the stern daughter 
of the Voice of God on the bridge speaks in a manner 
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The Becond 
Poems and 
Ballads 


justifying the late Professor Bain’s unfavourable remarks 
on her lack of “ engaging ” qualities 1 The sustainment 
of the apparently simple metre 2 of A Song of Italy 
(1867) would of itself, without other evidence, serve as 
proof for the Orders of the King in matters prosodic 
Songs before Sunrise (1871) would require nearly as 
much room as the Poems and Ballads themselves, if that 
were not the elder brother , and the wonderful majesty of 
the dizains of the " Prelude ” sets a standard which the 
poet never fails to keep through a score of variations, till, 
with a characteristic* maintenance of power in slight 
change, he ends with the neuvams of the “ Epilogue ” 3 
Many things here might be — perhaps ought to be — 
particularised , thcie are some in the second Poems and 
Ballads (1878) which must be In the Songs before 
Sunuse (consequent upon the obsession and oppression of 
the “ Terrible Yeai ”) there was a certain tension , prosodic- 

1 “ A ‘ Diufjhtcr is in cn^igmfi oliject in the ortiimry accept Uion , hut 
‘stern’ dttracls from the tender aspect ” [Rhetoric and Co/npouhon, 11 II 3, 
III) 

2 Upon a windy night of stirs ihit fell 
At the wind's spoken spell, etc 

I hardly know any one else who could have kept this recurrent wavcdikc 
motion, with so little monotony, for sixty pages 

3 Ileie aie the coiresponding conclusions, with Mr Swinburne’s favourite 
cnd-nolc of “ sea ” 

Prelude 


A little time that we maj fill 
Or with such good works or such ill 

As loose the bonds, oi make them strong, 
Wheiein all mankind sutler wrong 
T5y rose hung nvci and light font nil 

There are who rest not , who think long 
I ill they discern, as from a lull, 

At the sun’s hour of morning song, 
Known of souls only, anti those souls free, 
The sacred spices of the sea 


Epilogue 

Yea, if no morning musL behold 
Man, other than were they now cold, 

And other deeds than past deeds done, 
Nor any near or far off sun 
Salute him risen and sunhke-souled, 

Free, boundless, fearless, perfect, one — 
Let man’s world die, like worlds of old, 
And here, in heaven’s sight, only be 
The sole sun on the worldltss sea 
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ally as otherwise the dttente comes here, though with no 
lack of severity when it is required, as in “ The Last 
Oracle” and “ In the Bay” But “ A Forsaken Garden” 
takes us back to an easier and lighter motion, with verse 
less at high pressure, with less struggle of steam against 
valve “ Relics ” continues this state of things, but “ At 
a Month’s End ” once more gives us an effect unique and 
individual, the rush of the rapid measure balanced and 
rhythmed into something new and delightful 

I have commented, in more places than one or two of"Ati 
this prosodic history, on instance? of karole — of the con- End ■ 
tinuous dancing measure that picks up the movement 
from stanza to stanza in a sort of endless chain, and 
maintains this movement, of dance not of pace, throughout 
This poem seems to me to have attained the furthest 
point yet secured in this particular department The 
magic of exact but elastic equivalence has reached almost 
its highest stretch in it Schematically it is nothing more 
than “ long measure ” with the odd lines double-rhymed 
hypercatalectically But, by working on the fact that 
this additional syllable gives a trochaic “ throw-back ” 
throughout the lire, and by marvellous management of 
the occasional substitution of anapaests, the poet actually 
keeps the three balls of iambic, trochaic, and anapiestic 
rhythm in the air all at the same time Insist merely on 
the “four-stress” character, rein up the iambs into unbroken 
sequence as such , slur the anapaests into iambs the msclves , 
miss the under-suggestion of trochaic rhythm, and the whole 
beauty of the thing has vanished Allow the fountain of 
song, within its limited-unlimited powers, to rise in liquid 
mazes , let iamb, trochee, anapaest, perform their wondious 
chasstf-croist! as it is their nature to do , and you get a 
choreographic and harmonic effect absolutely unparalleled 
— a “musical ride by torch -light” worthy of “The 
Prophet and the Bride ” 1 

1 A poem like this is the best text for refuting such opinions as those of 
Dr Brandes and the German critic above noticed Very hot ice, wondrous 
strange snow, are the “sameness” and “stiffness” of such stanzas as Lliese 
The night last night was strange and shaken, 

More strange the change of you and me 
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I have lists of dozens — it would be no exaggeration to 
say scores — of other poems m this and the remaining 
volumes on which it would be worth while, if it were 
possible, to comment In fact almost any one of these 
poems up to the latest — still more, any two or three — might 
be employed, almost as well as those which have been 
already selected from the earlier collections, to illustrate 
the marvellous use made by Mr Swinburne of the means 
with which English poets were by this time piovided “ A 
Wasted Vigil,” “Pastiche” very specially, the “Choriambics,” 
the “Memorial” poems,' “ A Vision of Spring in Winter,” 
“ Ex Voto,” “ At Parting,” in the volume just noticed , 
“On the Cliffs” or “The Garden of Cymodoce” in Songs 
of the Springtides (1880), the “ Adieux a Mane Stuart” 
and the inexhaustible variations of “ A Dark Month ” 
111 the miscellaneous additions to Tristram of Lyonesse 
(1882), the extraordinarily varied applications of the 
“Roundel” principle in the Century of that same (1883), 
“Neap-tide” or "The Interpreters” in the third Poems 
and Ballads (1889), plenty of other things down to the 
Channel Passage volume (1904) and later these are 
selections of selections of selections — all showing the 
triumph of the foot-system with equivalence and substitu- 
tion , the lucky-bag of fresh-mmted form wheiein the poet 
{if he can ) may dip and take for ever and for ever But 


Once mure, for the old love’s sake forsaken, 
We went down once more toward the sea 


As a star feels the sun and falters, 
Touched to death by diviner eyes — 
As on the old gods’ untended altars 
The. old fire of withered worship dies 


For a new soul let whoso please pray, 

We are what life made us, and shall be 
F01 you the jungle and me the sea spray. 
And south foi you and north for me 

So to niy soul in surer fashion, 

Your savage stamp and savour hangs 
The print and perfume of old passion, 

The wild beast mark of panther’s fangs 
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perhaps we must be content with dwelling slightly on 
three points of some general interest blank verse, the 
heroic couplets of Tristram of Lyonesse, and the various 
extremely long combinations which the poet at different 
times adventured — before and after caricaturing them 
with equal humour and good-humour 1 in “ Nephehdia” 
The blank verse, m and out of the plays, needs the 
least notice. For anybody else it would be marvellously 
good , and it is in fact marvellously good in itself But 
blank verse, more than any other kind except pci haps the 
sonnet, calls for compression, lays, down the law of not- 
too-much Now these were not precisely the process to 
which Mr Swinburne was most attentive, and the law to 
which he was most docile He knew all the tricks and 
all the manners , and he certainly did not abuse them 
more than Browning did But his swashing-blow is not 
here , or, to speak less boisterously, he does not here open 
the choicest volumes of his book of magic We want 
rhyme for colour, and we want the myriad forms of lyric 
contour for shape 

To the somewhat similar but less decided doubt hinted 
already about his couplet, the opening of 7 nstiam of 
Lyonesse may, of course, be objected That astonishing 
overture 2 — which, for nearly fifty lines at a breath, as it 
were, and with few breathing spaces through its nearly 
three hundred, transforms the decasyllabic pairs into one 
billowing volume of lyrical outrush, — can in one sense be 
itself objected to only by a person who is half fool and half 
churl, who cannot take the goods the Gods provide, and 
will not do aught but blaspheme the giver for the piovi- 

1 One, of course, cites the Hcpialogia (1880) with the little bow of excuse 
proper in the case of a book published anonymously, even though afterwauls 
acknowledged But there is hardly any other volume more decisive as to its 
author’s prosodic skill It is a pity that in one piece the ^zW-humour ” 
failed “ Alas I they had been fnends in youth ” 

2 Love tint is fust and last of all things made, 

The light that Ins the living world for slnde. 

The spirit that for temporal veil has on 
The souls of all men, woven in unison, 

One fiery raiment with all lives inwrought 
And lights of sunny and starry deed and thought 
But the quoting of verse like tint is as the leLting out of waters. 


The blank 
verse 


I he couplets 
of Tristram 
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sion, But if you take the poem as a whole — and, after 
all, a “ long poem ” does hold itself out to be taken as a 
whole — I do not think the measure justifies itself fully 
I do not think it justifies itself nearly as well as the 
couplet of Morris Perhaps this was much more because 
the poet had not “ the narrative head ” than because he 
could not manage the metre , but the fact remains 

As for the “magnums” — tappit-hens, or Jeroboams 
raLher — in which he sometimes chose to bottle his 
wine, they again are difficult to quarrel with , even as 
no rational person would quarrel with an actual tappit-hen 
of '78 Lafite, or an actual Jeroboam of Sandeman’s special 
’70 Yet, not as exceptions, but “ to live with” — for human 
nature's daily food, — ordinary bottles, with a modest 
magnum itself now and then, are perhaps more convenient 
Moreover, these things have a peculiarity which does not 
appertain to the bounties of Bacchus in their larger 
receptacles They have a wicked habit of “ splitting 
themselves up” and saying, “ You may write me how you 
like, but you cannot read me at full length" They do 
this so obstinately — they are so thoroughly English in all 
their qualities — that even the poet’s malice aforethought, 
in trying to make the split impossible by making it occur 
in the middle of a word, does not prevent them English 
poetry is, after all, greater than any English poet , and 
English poetry, when it is asked to pass a line like 

If again from the night or the twilight of ages Aristophanes had 
an sen 

silly suggests to the reader the “ U-niversity of Gottingen,” 
and a certain passage about Mile-End, and says, “ My 
children, you arc entitled to read this 

“ If again from the night or the twilight of a- 
ges Aristophanes had arisen ” 

Wherever you look — in the poem just quoted (tfie 
“ Sunrise ” finale of the Tristram volume) , in the 
sixteeners of the choruses of Erechtheus , 1 in the anapiestic 

1 The unrhymed stanzas here will come best in the Hexameter chapter, as 
also will the e\ei -memorable “ Evening on the Broads” form 
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tetrameters (eight feet and sometimes twenty-four full 
syllables) of the “ March” opening to the third Poems and 
Ballads , 1 in the deliberately Aristophanic seven-foot lines 
of the Birds version in Studies in Song , in the sixteeners, 
sometimes hypercatalectic, of the sixth roundel “ In 
Guernsey ”, 2 in the tetrameter hypercatalectic of “ Nephe- 
lidia," 9 which extends the twenty-four above mentioned to 
twenty -five or elsewheie , in the other seven-footers of 
“ In the Water” ( A Midsummer Holiday), and the internal 
rhymed unified triplets of “ On the South Coast ” and “ A 
Threnody ” in Astrophel — the virtual, if sometimes shifting, 
cleavage strikes my ear I do not mind making a com- 
promise , I do not “sin my mercies”, if Mr Swinburne 
had fancied forty-eight syllables, I should take them and 
be thankful , the multiplication would not be vexation to 
me. But it would still seem to me unnecessary, and, 
except as an exception, rather undesirable 

Yet they showed, even as such, his extraordinary 
prosodic powers , for almost anybody else would have 
“ clubbed ” the manoeuvres of such unwieldy bodies of 
syllables, before he had got through a dozen lines And 
so they join with the others to establish a prosodic record, 
not exactly for the invention with which he has sometimes 
been credited , still less for any innovation on the general 
principles of English prosody , but for unsurpassed versa- 
tility and virtuosity in adapting, varying, managing the 
great materials and means with which he and his lesser 
fellows were now furnished, by the thought and the work 
of a score of generations of English poets, by the growth 
and development of seven centuries of English language 
and English literature 4 

1 That the sea was not lovelier than heie was the land, nor the night than 

the day, nor the day than the night 

2 Night in utmost noon, forlorn and strong, with heart aLhirst and fasting 

d Till the darkling desire of delight shall be far, as a fawn that is free 

from the fangs that pursue htr 

4 I may perhaps add that nowhere is the cleavage tendency more apparent 
than (as is indeed inevitable) in the internally rhymed forms, as, for instance, 
in the beautiful and chivalrous threnody for Tennyson 
Fairer far 

Than the morning star, 
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They have, moreover, the special interest for us of 
having elicited from him the very rare and specially 
precious vouchsafing of a directly prosodic note to the 
Aristophamc veision above cited {Studies in Song, p 68) 
This contains one particular sentence, which shows that 
he knew, and knew consciously, more about preceptist 
prosody than nine out of ten, if not ninety-nine out of a 
hundred, of the pieceptists whom we have discussed and 
shall discuss in this book “ His (Aristophanes’) marvel- 
lous metrical invention of the anapaestic heptameter 1 is 
almost exactly reproducible in a language to which all 
variations and combinations of anapaestic , iambic, or trochaic 
metre are as natural and pliable as all dactylic and spondaic 
forms of verse are unnatural and abhorrent" The ex- 
communication is indeed put with that hearty hyperbole 
which was Mr Swinburne’s natural mode But it is only 
a hyperbole of the truth and the earlier benediction is 
the truth, the whole truth, and nothing but the truth 
Neglect it, and you will fumble m vain with English 
prosody , observe it, and you will be in no danger of 
poor Peter Bell’s sad fate when he made experiments on 
Nature 

Cicero (the fact was doubtless well known to Miss 
Cornelia Blimber) used to exercise himself, almost to his 
latest days, with declamations , and it is known that Miss 


And sweet for us as the songs that rang || 

Loud thiough Heaven 
From the choral Seven 
When all the stars of the morning sang, ||| 

Shines ihc song 

'l hat we loved so long 

Since first such love in us flamed and spring ||| 
which appeared originally as 

Fairer far than the morning star, and sweet for us as the songs that rang, etc 

lie had aheady begun the arrangement in Section III of “The Armada” 
(Poems a?id Ballads , Third Scries, 1889) A complete historical conspectus- 
syllabus of Mr Swinburne’s prosody would take half this volume 

1 “ Heptameter ” is, of course, in strictness a slip, anapaests being classic- 
ally arranged in pairs for a “ meLre ” “Tetrameter brachycatalectic ” more 
correctly- but no maLter 
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Christina Rossetti was fond of bouts-nm/s and (if I mis- 
take not) even of nonsense verses The practice was 
certainly well justified of the practitioner A more 
charming and certain-fingered executant in English verse 
it would be difficult to find , while she has little to fear 
from the reproach, sometimes cast upon the presence of 
‘'execution” in this and other arts, of obscuring or mask- 
ing the absence of feeling The Oxford blue of the back 
of Goblin Market may have weathered itself to a dingy 
slate in five-and -forty years , and the margin of her 
brother’s quaint picturing of those fnost agreeable but 
treacherous persons who are selling Laura fruit at so dear 
a price, may have a certain foxiness But the verse is as 
fresh as ever 

The metre of the title-poem may be best described The mu. 
as a dedoggerelised Skcltonic, with the gathered music poeln 
of the various metrical progress since Spenser, utilised 
in the place of the wooden rattling of the followers of 
Chaucer. There may be discerned in it the same 
inclination towards line -irregularity which has broken 
out, at different times, in the Pindaric of the late seven- 
teenth and early eighteenth centuries, and in the rhyme- 
lessness of Sayers earlier and of Mr Arnold later But 
Miss Rossetti was too wise to discard the aid of rhyme 
The more the metre is studied 1 the more audacious may 

1 An extract or two may help — 

Morning and evening 
Maids heard the goblms cry 
“ Come buy our orchard fruits, 

Come buy, come buy 
Apples and quinces, 

Lemons and oranges, 

Plump un pecked cherries, 

Melons and raspberries 


She clipped a precious golden lock, 

She dropped a tear more rare than peail, 
Then sucked their fruit globes fair or red 
SweeLer than honey from the rock, 
Stionger than man-rejoicing wine, 

Clearer than water flowed that juice 


VOL III 


2 A 
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its composition seem It is, from one point of view, a 
mere fatrasie or macedoine of measures, not merely m 
length but in base — iambic, trochaic, dactylic, anapaestic — 
the grouse jostling each other like those on the famous 
moor, the air thick with metres as it was with majors 
round the equally famous damsel The almost surprised 
contempt of the Quarterly on Keats, the interesting 
indignation of the Blackwood reviewer of Tennyson, would 
have been turned into something like speechless horror 
by this Bedlam of discord, as they would have thought it 
As a matter of fact, though I daresay Miss Rossetti had 
never heard the words “ equivalence ” or “ substitution ” 
in their prosodic meaning, and though it is extremely 
unlikely that she ever consciously realised Shakespeare’s 
use of shortened and lengthened norms in, say, Hamlet , 
if she had set herself to give a demonstration of these 
things, as they appear in their very artfullest and yet 
most seeming - simple shajic, she could hardly have 
succeeded better Like so many other metres, this has 
for regulative pattern, with the cautions so often given, 
the rock -and -oak -born octosyllabic couplet — oak of 
English rhythm and rock of Romance metre It appears, 
now and then, in sober completeness, as here 

Iiesule the brook, along the glen, 

She heard the tramp of gobhn men 

But it comes oftener m single lines, or in associations of 
distichs not rhymed together To this the three - foot 


But ever in the nooniight 
She pined and pined away , 

Sought them by night and dry, 

Found them no more, but dwindled and grew grey , 
Then fell with the first snow, 

While to this day no grass will grow 
When, she lies low 
I planted daisies there a year ago 
That never blow 

Laughed ever) goblin 
When they spied her peeping 
Came towards her hobbling. 

Flying, running, leaping, 

Puffing and blowing 
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line is the natural companion and complement, as in 
common measure” But Miss Rossetti thinks of another 
thing in connection with that. Use a monosyllabic foot 
as first or third, or both, and you will get thiee feet on the 
general scheme for schematic purposes, but, at the same 
time, a quasi-dactylic effect, similar to that (which may 
possibly have been in her mind) of Kingsley’s “Frcya" 
poem 1 

Applying these principles, under the guidance of the 
all-sanctioning or forbidding ear, you get various forms, 
varied still further by “ telescope ” hednee in shortening to 
monometcr 2 and in extension to full decasyllabic d And 
these variations are most skilfully grouped, so as to make 
what may be called quast-stan/as or stiophes, not inter- 
rupting the continuous flow of the verse, but giving 
subordinate effects like the whirls and eddies that form 
and dissolve again in a rapid Of course there is some- 
thing of the tom de force in an effect so complicated , 
and, easily as the actual exercise goes off, I do not know 
that one would recommend it for constant practice But, 
as it stands, it is doubly, or even trebly, enjoyable as a 
mere feast to the ear, as a display of prosodic skill, and, 
historically, as an exemplification of the powers given by 
centuries of successful and unsuccessful endeavour, and of 
the way in which the most apparently lawless excursions 
can be reduced to law 

How little this eccentric success was evidence of that 


or 

or, shorter still, 

or 


1 Cur | rants ami goose] berries, 
Cui rents and ( gooseberries. 
Citrons | and dates. 


Citrons and | dates 

Of course, in both cases, combined chonambic arrangement may please some 
ears better, but this, to me, is always reducible to simpler Lei ms 
2 That never blow 


Iler fire away, etc 

And gnashed her teeth for baulked desire, and wept. 
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(in recent times too common) weakness which can only 
be strong by eccentucity, you have but to turn a page or 
two to see The exquisite regularity of “ Dreamland ” 1 is 
as patent as its exquisite suggestion , and the same 
qualities reappear in "Echo,” 2 as in the perfectly simple 
and perfectly succeeded "When I am dead, my Dearest” 
While between the two — permitting itself some so-called 
irregularities to suit the intensity of its subdued passion, 
but uniform in general scheme — comes that wonderful 
"Sleep at Sea,” 3 which ranks among the half-dozen 
greatest devotional Jioems in English, let the others be 
what they may 

In 'J he Prince's Progress (1866) there is no falling off 
prosodically , but, almost naturally, there is less to notice 
as new There is, however, greater real irregularity in 
“The Poor Ghost” This takes the musical slur-licence 
of some of those measures of Moore’s which we noticed 
formerly, but applies it, of course, in a rather different 
manner, and carries it further It is quite certain that 
if there are editors in the future like those of the present, 
who find no Alexandrines in Chaucer, and cut words out 
as “ foolish glosses ” in order to get rid of the inconvenient 
thing, they will cut the three first stanzas given below 4 


1 Whcrt sunless rivers weep Led by a single star, 

Thur waves into the deep. She came from very far, 

She sleeps a charmed sleep To seek, where shadows are, 

Awake her not Her pleasant lot 

2 Come to me in the silence of the night , 

Come in the speaking silence of a dre im , 

Come with soft rounded checks and eyes as bright 
As sunlight on a stream , 

Come hick in tears, 

O memory, hope, love, of finished years, 


® One by one slowly, 

Ah how sad and slow * 
Wailing and praying, 

The spoils rise and go 


Clear sLainless spirits, 

White, as white as snow , 
Pale spirits, wailing 
for an overthrow 


4 “ Oh 1 whence do you come, my dear friend, to me? 
With your golden hair all fallen below your knee, 
And your face as while as snowdrops on the lea, 

And your voice as hollow as the hollow sea ? ” 


“ From the other world I come back to you. 

My locks are uncurled with dripping, drenching dew 
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about in like manner Of course she meant them as they 
are, and I only request the fit reader of the original to 
turn back to the poem before — as smooth as it is sweet — 
for comparison But in this book, even in the title-poem 
and more elsewhere, she experimented much in these 
directions 

Still, I think she grew dissatisfied with them, for there 
is much less of them (always excepting the great “ Ballad 
of Boding”) in A Pageant and other Poems (1881), less 
still in the collected Poems of 1890. and the posthumous 
New Poems of 1896, as well as in the abundant verse 
scattered about the prose devotional books, 1 and never to 
be neglected by the lover of poetry, just as her incompar- 
able collects and short prayers are never to be neglected 
by the lover of prose 

Any one who begins his acquaintance with the definitive 
collection of 1904 would hardly notice much ‘ irregularity ” 
in her , it is so whelmed in various but perfectly regular 
music And the absolute command of this — a command 
which never failed, which was never exactly like any one 
else’s, which can only be generally and, as it were, by 
scraps traced to any definite influence — was shown as 
well in the early written, though not early published, 


You know the old, while I know the new , 

Rut to moirow you shall know this too ” 

"Oh • not to morrow into the dark, I pray 1 
Oh, not to-morrow 1 too toon to go away — 

Here I feel warm and well content and gay 
Give me another year, another day 1 ” 

“ Indeed I loved you, my chosen friend, 

I loved you for life, but life lias an end 
Through sickness I was ready to tend , 

But death mars all, which we cannot mend ” 

Now observe that the staple measure here is, in a way, anapaestic 
dimeter, but only the fourth stanza goes perfectly into this In the first and 
second we have extra-metrical syllables in certain lines, with a veiy obbligato 
rhythm, and the third is almost pure iambic decasyllable — a mcasuie which, 
do what you will, cannot be forced on the second and fourth, Lhough it 
may on the first The fact is that the poetess has chosen a kind of “croon 
patter ” or musical doggerel, relying mainly on the monorhymes and i 
central pause 

1 Time Flies (1885), The Face of the Deep (1892), and others. 
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“ Birds of Paradise,” 1 where the veises float and flash like 
the subjects, as in that ineffable 

Heaven overarches earth and sea , 2 

which was ceitamly one of the last things she wrote, and 
which one likes to think of as the very last 

Pages would not suffice for a full analysis of her 
infinite variety , and the very shortness of this notice 
must be taken as a tribute to it Her sonnets, however, 
seem to require a little special mention, even after that 
which has been givSn to her biother’s They have less 
varied interest of subject, and, naturally enough for more 
reasons than one, less brilliancy of colour and elaborate 
artistry of language But sometimes — as, for instance, in 
“ Monna Innominata” 3 — they seem to me to have the 

1 Golden-winged, sihcr winded, 

Winged with fia hing flame — 

Such a (light of birds I saw — 

Birds without a nunc - 
Singing songs in their own tongue, 

Song of songs — they camt 

On wings of flame they went and came 
With a cadcnccd cling , 

Then silver wings tinkled, 

Thur golden wings iang 
The wind it whistled through their wings 
Where, in lie iven, the) sang 

2 Heaven overarches earth and sea — 

l 1 arlli sidness and sea bitterness 
ITeaven ovei aches you and me 
A little while' and we shall be— 

I ‘lease God — vvlieie there is no more sea 
Nor bancn wilderness 

Heaven overarches you and me, 

And all earth’s gardens and her graves 
Look up with me, until we see 
The day break and the shadows flee — 

What though to-night wrecks you and me 
If so to morrow saves ? 

8 A “ Sonnet of Sonnets ” Here is the lasL of the fourteen 
Youth gone and beauty gone, if ever there 
Dwelt beauty in so poor a face as this , 

Youth gone and beauty, what remains of bliss? 

I will not bind fresh roses in my hair, 

To shame a cheek at best but little fair — 

Leave youth his roses, who can bear a thorn 
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real verse-essence of the English Petrarchian sonnet as 
absolutely no others have it, not even Dante Gabriel’s 
On the whole, late nineteenth- century poetry has hardly, 
on the formal side, a more characteristic and more gifted 
exponent than Christina Rossetti Read her, and read 
all of her 

Some stock repetitions of phrase are almost inevitable Cinon Dixon 
in this History , but I may accompany the old remark 
that on® can only glance heie, if even that, at the general 
poetic merit of poets, with something more, in the case of 
one who has so much missed his cue recognition as the 
late Canon Dixon I regret nothing of the kind so strongly 
as that I never came across Christ's Company (1861) 

Indeed, though, like all Oxford men of my generation 
who cared for poetry, I had dimly heard of him for 
many years the first book of his that came into my hands 
was the second edition of Mano (1883) This he was 
good enough to send me himself, more years after the 
appearance (1891) even of that second than before his 
own death, and at a time when, unluckily, I was so 
deeply engaged in professional woik that I could not 
give it proper study, and follow that study up by explor- 
ing its earlier fellows It is, m fact, only since the bulk 
of this chapter and part of this notice was written, and 
within the last few months, that Mr Bridges’ selection 1 
has made it easy to take something of a general view of 
his verse , and I hope heartily that this will be followed 
by a complete issue That verse, indeed, can never be 
popular Mr Bridges has compared it to Blake’s, and 
not without truth, both in regard to its astonishing poetic 


I will not seek for blossom anywhere, 

Except such common flowers as blow with corn 
Youth gone and beauty gone, what doth remain ? 

The longing of a heart, pent up, forlorn, 

A silent heart whose silence loves and longs , 

The silence of a heart which sang its songs 
While youth and beauty made a summer morn, 

Silence of love that cannot sing again 
One ought to have, illuminated over this sonnet, the face of the third 
Queen in her brother’s diawing for the “ Falace of Art ” 

1 London, 1909 
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quality and to its want of finish But whereas with 
Blake, even in face of his own alterations, we never feel 
that he wanted to bring out something and failed , some 
of us do feel this frequently with Dixon I should 
myself describe him as a half-Morris who had met a half- 
Meredith and combined, as well, a strong reminiscence 
of Beddoes Now it requires long time and happy 
influence to cuver that blend into a succeeded wine The 
time was not wanting, but occupation — for the Canon 
was an active cleric, and almost a great historian — 
interfered , and perhips the happy influences were want- 
ing too 

But not always If you are content with poetry in 
the matrix, you cannot open a page of the Selections 
without finding it , and you must be hard to please, or 
(with pardon) not worth pleasing, if you do not find it 
freed from that matrix, and cut, and polished, and set, 
in “ To Shadow,” 1 and “ Mercy,” and the “ Summer 
Ode,” and “ The Feathers of the Willow,” and many 
another, including the most Blake-like of all, “ Fallen 
Rain ” 2 

The lack of “ finish,” however, which Mr Bridges 
admits, makes it very difficult to treat the mere prosody 
of these things — much more than in Blake’s case , for, als 
was just remarked, one is never sure, m Dixon’s, that the 
craftsman was not hammering at some form that he could 
not get hammered out to his own satisfaction I may 
refer those who are curious on this point to the very fine 
“ Ode on Advancing Age,” an inadequate specimen of 

1 This, too, has a fine and original prosodic movement, rather Bcddoesian t 
as not a liLlle of Dixon is 

If ever thou didst creep 
From out the world of sleep, 

When the sun slips and the moon dips, 

If ever thou wast bom , 

Or upon the starving lips 
Of the gray uncoloured morn 

2 Silent fell the rain 11 Why am I cast down 

To the earthly ground , From the cloud so sweet, 

Then aiose a sound Tnmpled by the feet 

To complain Of the clown ? ” 



CHAF. I 


THE PRjE-RAPHAELITE SCHOOL 


361 


which I give below 1 It will be seen at once that this 
is a remarkable example of what I have called elsewhere 
" later nineteenth - century Pindaric ” — not rhymeless 
But the rhythmical basis looks like an uncompleted ex- 
periment In the portion given (the whole is unluckily 
too long) there is no doubt about this being iambic , even 

That recedes and leaves it waif-wrinkled, gap-rocked, weak, 

is a boldly, but not too boldly, substituted decasyllable 
But on the opposite page occur these lines — 

To thy crashing step answers the doteril cries 
And on dipping wing flies 
'Tis their silence 1 

where there is no case of substitution, but the base is frankly 
anapaestic This may, of course, have been the effect of 
the malediction of Geraldine, as we may prosodically 
oppose it to the benediction of Chnstabel — a mere 
following, half careless, of the one mistake of Colendge 
But it may not 

Interesting, and even intensely interesting, therefore, Mono and ns 
as the lyrics are poetically — interesting after a fashion to nlot,e 
which those of Bcddoes himself are the nearest true 
parallel — there can be little doubt that, for a historian 
of English prosody, who tries to make his book more 
than a thesaurus of prosodic quodlibcta , their author must, 
or at least may, be treated as the author of Mano mainly 
I have more than once referred to this remarkable poem 
as the capital and, piobably for a long, if not all time, the 
standard, example of English terza nma , and, while 
making some remaiks on that metre elsewhere, have 

1 Thou goe3t more and more 
To the silent things thy hair is hoar, 

EmpLier thy weary face hive to the shore 

Far-ruined, and the desolate billow white 

That recedes and leaves it waif- wrinkled, gap rocked, weak 

The shore and the billow while 

Groan — they cry and rest not they would speak 

And call the eternal Night 

To cease them for ever, bidding new things issue 
From her cold tissue 

Night that is ever young, nor knows decay, 

Though older by eternity than they 
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always postponed fuller consideration of it to this place 
These promissory notes must now be taken up , with the 
observation (which is by no means intended as an evasion 
of payment in full) that the criticisms I shall make, though 
I hope they will be intelligible to the reader, require as 
" justifying pieces ” a much largei selection from the poem 
itself than could possibly be given here 

It is not a poem to read hurriedly , and I believe 
that I have myself given it the fullest advantages in this 
respect I made it, for some considerable time, my 
pastime-book during those intei vals of routine official 
work when one’s duty is rather episcopal than what 
Spaniards still call “ cathcdratical ” — when one sits in the 
chair instead of speaking from it , in other words, during 
examination horns A book must be dull indeed which 
is not felt at such times to be a rock (of varying great- 
ness, doubtless) in a weary land , and Mano is the very 
reverse of dull at any time Its period interests me , I 
like its tone and style , I do not mind, as some people 
would, the hazy chronicle-construction which floats you 
about promiscuously, without any definite piomise or 
performance of landing you anywhere in any given time 
Finally, it is a romance, and a veise-romancc , and of 
romances, but especially verse-romanccs, 1 am piepared 
to speak with hardly less than the abandonment of Miss 
Snevellicci’s papa — “ I love them all" 

But I cannot say that its verse-vehicle has much part 
in my love , or if it has, the part is so occasional as 
hardly to count, while occasionally also it distinctly inter- 
feres with my affection It may be said that, in reading 
English terza, it is unfair to make Italian, and especially 
the tersa of Dante, a constant or even an occasional 
standard of comparison I should admit this in a sense, 
perhaps, as readily as most people — perhaps more readily 
than most No metre is the same in any two languages 
most, if not all, metres are absolutely different in any 
two languages This is what the good people who try 
to tracp the varieties of Chaucer’s decasyllabic to con- 
temporary French do not know , this is why, to the 
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disappointment of some whom I am specially sorry to 
disappoint, I have paid very little attention in this book 
to the tracing of foreign “ origins ” They say that the 
experiment of sowing tobacco ground in Manilla with 
Havana seed has been tried over and over again, and 
that sooner or later the quality of the leaf is purely 
Philippine In prosody it is not the case sooner or later 
it happens at once 1 

It is therefore no argument per se against the English 
tcrca, that it does not produce the effect of Dante’s , but 
it is important historically to point out the fact that it 
does not Of this fact there is no doubt , and though 
we have seen some earlier illustrations of it, theie has 
been no oppoitumty for this fact to display itself so 
fully as it does in Mano The author, I have said, was 
no inexpert poet or prosodist , and here at least he was 
no incompletely experimental one He was no prosodic 
crotcheteer , he was not a man of one metre it is 
perfectly clear that he had first soaked himself in the 
original examples of terza, and had then elaborated his 
kind with the utmost sedulity Let us see what he did 
with it, and what he did not do with it , in other words, 
how his differs from Dante's, and then what are its own 
weaknesses 

In the first place, like all the other English tcrcctccrs 
whom we have met, he cither discards 01 neglects, or, 
while aiming at it, fails to achieve, that remarkable 
separation of tercet, without abruptness, which is perhaps 
the dominant prosodic note of the Commedia 1 take 
my usual dips, and in thirty lines of Dante I find one 
enjambment , in thirty lines of Dixon I find four con- 
secutively In the second place, there is the old great 
gulf of the double and single rhyme That the author of 
Mano was quite right in discarding the double I have no 
doubt whatever To begin with, there are, of course, not 
enough doubles in English, without a lavishing of inflec- 
tions which would be simply disgustful But there is a 

1 We shall have to notice a further bearing of this facL when we come to 
the hexameter and its fellows 
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stronger reason even than this that double rhymes m 
English narrative verse, whether couplet or stanza, are 
always dangerous things, and, if frequently repeated, 
destructive Now I myself doubt whether you can get 
the terza effect without -the double rhyme it gives just 
the fluctuant arrest, within the form and at the close of it, 
which is wanted for its total effect 1 

On a third point — the avoidance of strong stops inside 
the lines — Dixon has drawn nearer to Dante than most 
English terza- writers, and has done well, but not without 
corresponding disadvantage 

But as has been so frankly acknowledged, part at least 
of this is not necessarily against the medium at all For 
the reasons above stated, and many others, it is not, or 
ought not to be, the poet’s business to imitate success- 
fully, but to produce something good in itself. Is the 
metre of Mam good in itself? I cannot think so I do 
not think that it is even part-cause of the fineness of the 
fine passages I think it is sometimes dead in the way 
of their fineness Above all, I cannot imagine anybody 
taking pleasure in it, as King Honour married the lady, 
“ for its comely face, and for its fair bodie ” , but only as 
King Easter and King Wester courted her, for its lands 
of gicat association and its fee of Dantean echo In the 
first place, it has the capital defect — almost the unpardon- 
able sin — of suggesting something else a fault insepar- 
able from English terza ever since the days of Wyatt 
For instance, here are seven beautiful lines, making a more 
beautiful poetic whole — itself part of another more beautiful 
and larger still 

Thou hast thy mate, thy nest on lowly plain , 

Thy timid hcait, by law ineffable, 

Is drawn from the high heavens, where thou sliouldst reign 
Eaith summons thee by her most tender spell 
For thee there is a silence and a song , 

Thy silence in the shadowy earth must dwell, 

Thy song in the bright heavens cannot be long 


1 In yet other words, you want Ihe quasi trochaic su^eslton, on which I 
have several tunes dwelt, and which is so different from — whuh, indeed, 
necessitates the presence of something else than — a trochaic basts 
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(1 do not think it unfair to take, with warning, the licence 
of discarding the mechanical intimation of the terza by 
indenting or leading) 

Now, I say that these lines are beautiful, and that 
they make a beautiful passage But if anybody met 
them, quoted somewhere as I have printed them, and did 
not know whence they came, and what metre they were in, 
would the terza strike him first with the inevitableness 
which all great metre possesses when once the single line 
is outpassed ? I do not think so On the contrary, they 
suggest blank verse with stragghfig Lycidas - like rhymes , 
or two quatrains, the last uncompleted , or a kind of dis- 
turbed rhymc-ioyal 1 A line so fine, but so limited and 
complete in itself — so sharply truncated by the strong 
masculine rhyme completing the sense — as 

For thee there is a silence and a song, 
is a sort of wedge driven into the body of the undulating 
and serpentine tercet It produces a disruption which 
would be impossible with a trochaic ending-sound, and 
almost shows of itself why the metre is not suited to 
English 

As a consequence of this, and of other things, we find 
— at least I find — that the best way to enjoy Mano is not 
to think of the metre at all Thcie are many, no doubt, 
who would say, “ So much the better” But I can hardly 
be expected to take that point of view, and to those who 
take it I would once more remark, “ Why do you evei 
read anything but prose ? ” Perhaps, after all, they don't 
It is all prose to them Now Mano is far indeed from 
being prose , but I do not think it was happy when it 
came to the Fair of Verses and made its selection 

Almost as remarkable prosodically as any of the work o'Shaugh 
dealt with m this chapter, though much less remarked 
(till, many years after their publication, and not a few Women. 
after the poet’s own death, the late Mr Palgrave included 
some of them in the second part of the Golden Treasury ), 
were the poems of Arthur O’Shaughnessy I remember 

1 I have said (1. 31 1) that Wyatt’s tercets actually suggest confusion of 
this land 
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being specially struck with The Epic of Women (1870), 
when it first came out, from this particular point of view. 
The differentiae were both general and particular In the 
first place, Mr O’Shaughncssy combined with the general 
atmosphere of mediaeval and Renaissance preciousness, 
with the foreshadowing of blue china and brass tray, a 
peculiar facility , which has always been characteristic of 
Irish word-musicians since Moore at least — the air almost 
of an improvisatore He was in this respect, as in some 
others, more like Poe than like any purely English poet , 
but his production was 'not only much more extensive, it 
was much more learned than Poe’s, though 1 doubt whether 
he had ever considered prosody with that intuitive though 
headlong science which gives the American an almost 
unique position The very opening piece shows this 
quality in the remarkable knitting of the stanzas through- 
out 1 You can no more break them than you can a 
Spenserian, though they are smaller and move quicker , 
and the total clangour reached is quite extraordinary 
“ Seraphitus ” has something of the same effect in a 
slightly different measure , but this is more artificially 
fashioned The ordinary “ long measure ” is moulded to 
no common purpose in “ Bisclaverct,” and the ordinary 
decasyllabic quatiain in “Creation” and “Cleopatra” 
The “pull-up” metre of the “Glorious Lady” 2 does not 
achieve the effect of strongly shortened alternative lines 
as Browning did in “Love among the Ruins” or as 
Margaret Veley did in “A Japanese Fan ” (see next 
chapter) But three or four pieces of swinging measure once 
more show O’Shaughnessy’s exceptional prosodic power 

1 A common folk I walk among, 

I speak dull things in their own tongue, 

But all the while within I hear 
A song I do not sing for fear — 

How sweet, how different a Lhing ’ 

And when I come where none are near 

1 open all my heart, and sing 

2 I see jou, in the time that’s fled, 

Long dead , 

, I see you, in the years to be, 

After me 
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“ The Fountain of Tears,” 1 which I believe has been his 
most popular thing, is his most Poesque , no one, so far 
as I remember, has ever come so completely up to Poe’s 
peculiar value and adjustment of this anapaest, so that it 
is strung with a looseness that does not jangle or jar, but 
does add a sort of internal echo and extia-music 
“ Charmed Moments ” 2 is more commonplace, but the 
finale, “ The Poet’s Grave,” recovers, and varies the 
idiosyncrasy of the foot . 3 

I am not, however, sure that the finest thing The 
O’Shaughnessy ever did prosodicady is not a piece which Barcarolle 
I have for that reason postponed — the “Barcarolle” 

In mere specification there is nothing peculiar about it, 
nothing in the very least new it is simply the old 
fourtcener, hardly, or not at all, different (to people who 
count by syllables and stresses) from those that Robert 
of Gloucester had written six hundred years before, The 
only difference (except the floating and uncertain 
suggestion of internal rhyme) that the mathematical and 
specifying system — which some have been sad or cross 
at not finding in these poor volumes — could find, is that the 
verses, instead of running in continuous pairs, are sejiarated 
by “white lines” first into a couplet and then into sets 
of four Those, however, who hear with ears (regardless 
of the charge of “affectations”), and not with eyes and 
fingers only will soon perceive that even in this arrange- 
ment there is more than the white line tells — that there 
is separate and subtle musical value in these batches 
And still earlier, these same ears will have told their 

1 If you go over desert and mountain, 
bai into the country of sorrow, 

To day and to night and to morrow, 

And maybe for months and for years , 

You shall come wiLh a heart that is bursLing 
bor trouble and toiling and thirsting — 

You shall certainly come to the Fountain 
At length — to the Fountain of Tears 
2 The sky is a brilliant enamel, 

The sea is a beautiful gem, etc 
a But the tall mad flower whose head is crowned 
With the long lax petals that fall and flap 
Like the ears of a fool’s bell-cap 
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owners that the line itself has quite special quality , 1 
that it is fingered into something different from the 
fourteener of anybody else The secret of giving indi- 
viduality to the fourteener lies, as it lies with most long 
metres, in the management of the pause — which manage- 
ment includes, and virtually depends upon, the balancing 
and varying of the feet on either side of that pause 2 
Consciously or unconsciously, the writer of this metre will 
always be exposed to the same influences which originally 
split it up into the “ common measure " But he is at 
liberty to admit them, resist them, or take and leave them 
at his pleasure O'Shaughnessy uses this liberty in the 
right English fashion He generally employs the exact 
caesura at the eighth syllable, but neglects it at the third 
line — 

The wave is very still — the rud|dei loosens in our hand , 

and even prolongs the “ leave over,” as in a specially 
fine line — 

O what shall be the choice of barcarolle or lullaby ? 

He usually again adopts the exact measuie, but again 
admits redundance , 9 and uses it with great effect He 
generally has internal half-rhyme, but does not mind 
omitting it , and he usually stops his lines, but indulges 

1 The stars aie dimly seen among the shadows of the bay, 

And lights that win are seen m strife with lights that die away 

The wave is very still — the rudder loosens in our hand , 

The zephjr will nol fill our sail, and waft us to the land , 

O precious is the pause between the winds that come and go, 

And swceL the silence of the shores between the ebb and flow 

Our heart in all our life is like the hand nf one who steers 
A bark upon an ocean rife wilh dangeis and with fears 
The joys, the hopes, like waves or wings, bear up this life of ours — 
Short as a song of all these things that make up all Us hours 

2 I may he excused for referring to whit has been said on Chapman 

(il 108 sq ) 

3 As in the first couplet of this splendid quatrain 

Say, shall we sing of day or night, fair land or mighty ocean. 

Of any rapturous delight or any dear emotion, 

Of any joy that is on earth, or hope that is above, 

The holy country of our birth, or any song of love ? 
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m enjambment when he chooses. By these varieties, all 
sedulously attuned, and kept so as to avoid any breach of 
rhythm, he achieves the combined knitting and unknitting 
which is the master secret of verse , which Chaucer had 
achieved m his stanza, Shakespeare and Milton in blanks, 
and the best masters of the octosyllable there also, 
while the defect of the commonest heroic couplet is its 
absence But he also has something more he has 
marked pulses in his feet , and the great central quatrain 
given throbs not monotonously, but with the motion of a 
living heart against a living hand 1 

O’Shaughnessy's gift was essentially lyrical , and it Lays of 
did not show to the best advantage in the curious l ' rance 
paraphrase-embroidery of Marie which he next published 
under the title of Lays of France (1872) The fact is 
that the originals, which are supposed to have been 
dedicated to Henry III, our Re della semplicc vita (I 
wonder if he read them to while away the time in 
the Valley of Princes?) are so agreeable that one does 
not want them altered much And I think that, if her 
translator was determined to give them in English, the 
not un-nervous blank verse used in the Epic, or the 
enjambed couplet afterwards used in “ Colibri,” would have 
done better than the octosyllable, wrought into elaborate 
irregular stanzas, which he uses here There are beautiful 
things m the book, but it contrasts most unfortunately 
with some not at all dissimilar parts in the slightly earlier 
Earthly Paradise , and one feels that the medium is the 
wrong one for narrative Nor need we take much account of 
the posthumous Songs of a Worker (1 88 1), which were not Songs of a 
published by him as a book , while many were written either ^ ° rUr 
under the pressure of recent sorrow, or with “ purposes” of 
various kinds The fourteeners of the opening song here 
arc strangely wanting in the life and colour of those of 
the “ Barcarolle ” Blit the above-mentioned “ Colibri ” 2 

1 Almost the only blot on this supremely beautiful thing is the rhyme of 
“ risen ” and ,f horizon ” But this is, again, Irish in its carelessness 

2 Tartly in the highly enjambed couplet spoken of, partly in other 
metres, especially an octosyllabic couplet reminding one rather of Darley's 
Nepenthe 

VOL III 


2 B 
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is interesting, and “ Growing on a Grave ” is a beautifully 
moulded lyric , 1 

When the Rose came I loved the Rose 2 

once more recovers the undying fragrance of the seven- 
teenth-century censer , and there are many other things 
that, in a special study of the poet, one would have 
to notice 

But the general character of his prosody is perhaps 
best shown in Music and Aloonlight , which he published 
(1874) in rapid succession to the Epic and the Lays It 
opens with a wondcifui piece of metre — octaves of three- 
foot anapaests rhymed on only two sounds abababab , and 
distinguished by the large number of monosyllabic feet at 
the opening of the stanza, and the redundance, varied in 
alternate stanzas as shown below, 3 of the odd lines That 

1 Love, on your grave in Ihc ground 

Sweet flowers I piloted art growing, 

Lilies and violets abound, 
l’msies border it round, 

And (fjwshps all of my sowing 
A creeper is trying to cover 
Your mine with a kiss like a lover 

2 When the Rose came I loved the Rose 

And thought of none beside, 

Forgetting all the other flowers, 

And ill the others died 
And morn and noon and sun and showers, 

And all things, loved the Rose, 

Who only half returned my love, 

Blooming alike for those 

3 We are the music-makers, 

And we are the dreamers of dicams, 

Wandering by lone sea-breakers. 

And sitting by desol ite streams 
World Ioslis and world-foisaker.s 7 
On whom the pale moon gleams , 

Kor we arc the movers and shakers 
Of the world for ever, it seems 
With wonderful dcaLhless ditties 
\\ e build up the world’s great cities, 

And out or a fibulous story 
We fashion an empire’s glory , 

One man with a iheam, at pleasure, 

Shall go forth and conquer a crown , 

And three with a new song’s measure 
Can trample a kingdom down 
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strongly marked beat or pulse or throb, which has been 
cited as a gift of O’Shaughnessy’s, reappears , and yet 
there is hardly any verse anywhere in which you would 
lose more if you scanned only by beats For the cunning 
variation of monosyllable, dissyllable, and trisyllable 
would disappear, and you would get mere irregular 
“ Catharina ” or Praed-stanza without the special idio- 
syncrasy 

And this leads up an even dangerously excited expec- 
tation to something fully satisfying, the long concerted 
piece of “ Music and Moonlight” itself Here the central 
metre (as we may call it) of enjambed couplets, with 
rhyme alternate and cross when it pleases, frames certain 
songs of which the chief is a really exquisite thing, the 
rapid spinning hum deflecting and forging itself out into 
fresh harmonics in a magical fashion 1 The more com- 
monplace measure of 

Has summer come without the rose * 

is faultless in its kind, which is often so faulty And 
there is certainly nothing commonplace in another — 

She has gone wandering, wandering away, 

which I never heard set to music , 2 but which seems to set 
itself as clearly as anything well can, and which in part 
is one of the few pretty distinctly dactylic things in 
English, though, as usual, you can shift it to the dactyl’s 
ally the trochee “ May,” the “ Song of Betrothal,” and 
others cry for notice, but cannot have it Nor can the 
special handling of general measure in the 11 Song of 

1 Once in t. hundred ycais If thou wilt flee the bliss 

Thou shalt forget thy tears, Of each dull e irthly kiss, 

And all thy life shall flower Then Lhou shalt joy like tins — 

Into one infinite hour Once in t hundred years 

2 O’Shaughnessy was enthusiastically musical 

She has gone wandering, wandering away. 

Very sad madness hath taken her to day 

Would I might hold her by hei heir’s golden miss, 

By her two feet, her girdle, her whole self in the gliss 

Of the years past that change not, though she change and stray 

(Even here, let it be observed, the irrepiessible cuckoo an ipaest will r,o 
be denied, but forces itself into the latter part ) 
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Palms,” 1 and “ Outcry,” and the “ Disease of the Soul " 
— Poesque again, but independent enough The Whit- 
manian “ Earth ” may be left till vve come to Whitman 
himself, but a stanza from “ Nostalgie des Cieux” must 
be given 1 2 

For this shows, though in less out-of-the-way fashion 
than some othcis, the quality which has given O’Shaugh- 
nessy what some no doubt will think his disproportionate 
place here — the quality which I am trying to make out 
as a historian, and which results from the immense 
advantage given to the poet by the variation and freedom 
of prosodic arrangement reached within, and only within, 
th L nineteenth century Now, as never before, he is able 
prapnc commuma dicere , now, as never before, he can give 
his own colour and his own accent to the verse 

This chapter would not be complete without some 
prosodic notice of the work of that remarkable and in 
many ways ill-starred poet, James Thomson the Second, 
who was, in all things but poetic gift, almost the exact 
contrary of James Thomson the First, and on whom it 
would have been most interesting to try the effect of a 
skilfully exhibited course of Indolence, Comfort, and con- 
sequent Optimism The various prosodic experiments in 
The City of Dreadful Night itself 3 * * * * * 9 are interesting, because 
the inequality of their effect is exactly what might be 

1 Mighty, luminous, and calm 
Is the country of the palm, 

Crowned with sunset and sunrise, 

Under blue unbroken skies, 

W iving from green zone to /one, 

Over wonders of its own , 

1 lackless, untraversed, unknown, 

Changeless through the centuries 

2 IIuw far away, among th«_ hazy lands 

That float beneath the rising sun’s new nm, 
brt intervening seas swell to their brim — 

How fir away are Ihy enchanted sands, 

TIiou half-remembered country, whose sweet hands 

Anointed me with splendours ' Mystic bands 

Draw back my dreams to thee, till all grows dim, 

And in my eyes the tears of yearning swim 

9 In book foim l88o, with Other roe ms , but paiLly printed in 1874, and 
dated 1870 74 for composition. 
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expected from a selfelpista — a man whose education, 
though regular up to a certain point, had not reached 
exact scholarship, and whose enthusiastic private study 
was not assisted by that atmosphere and tradition of 
cultivated breeding which smiles at mere 11 education.” 
Mis opening septet, with an unvarying double rhyme in 
the fifth and sixth places, but none elsewhere, is not a 
success , the recurrence annoys instead of pleasing 1 The 
peculiar neuvain which follows (at section lv) is much 
better , 2 but perhaps a little devoid of naturalness , nor are 
any of the other attempts quite successful , while the 
recurrence of the septet in the great “ Melancholia ” finale 
is a pity But just before that finale — in fact in part of 
it, in the Battle of the Sphinx and the Angel — the poet 
falls back, fortunately, on an old and well-tried metre, the 
sixain with final couplet which opens the Shepherd's 
Kaltndar , and uses it magnificently In fact I do not 
know a finer example of the form, nor one in which the 
special opportunity given by it— -of recoil by couplet on 
quatrain — is better taken 

Nor do I know that he shows himself anywhere else 
master of metre to quite the same extent , though he 
shows everywhere the remarkable expel iment noted pre- 

1 I ought, no doubt, to give an example, anti I will give one which may 
seem Lo rebuke me 

Because a cold rage seizes one at whiles, 

To show the bitter, old, and wrinkled truth 
Stripped naked of all vesture that beguiles. 

False dreams, false hopes, false masks and modes of youth , 
Because it gives some sense of power and p ission 
In helpless impotence to try to fashion 
Our woe in living words, howe’er uncouth 

A very poor creature is he who does not know that “cold rage”, but it 
doet not necessitate redundance regularly 

a (The italicised parts have been repeated several times.) 

As I came through the dcseit thus it was , 

As I came through the desert but once more 
And I was close upon a wild seashore , 

Enormous cliffs arose on either hand, 

The deep tide thundered up a league broad strand, 

White foam belts seethed there, wan spray swept and flew, 

The sky broke, moon and stars and clouds and blue . 

And I strode on austere 
No hope could have no fear 
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viously, and characteristic of the school to which, therefore, 
he really belongs Metre with him is, again, to some extent 
in the matrix , though not clumsy or unpolished, it never 
gets quite free In the lighter kinds especially, the constant 
danger of “ immersion in the black waves of lethargy ” 1 * 
seems to numb his touch. In “ Sunday at Hampstead ” 
and “ Sunday up the River ” several of the pieces are close 
to great metrical success “ As we rush, as we rush in 
the train ” needs but the last concoction to be what it 
very nearly is, an anapaestic mixture of rare and novel 
beauty “ Like violets pale in the spring of the year ” 
comes closer, but to something less rare, though charming 
in itself The sevens of “The Naked Goddess’’ are all 
right , indeed a poet who is a poet can hardly go wrong 
with that metre, since Shakespeare showed the trick of it 
for once, m an lmiUblc manner And his own “ Castle 
of Indolence” is effective, though he has evidently and 
naturally taken Shelley tor his model of the metre rather 
than his namesake and title-giver, or Spenser himself 
So are the Browmngesquc octosyllables of Vane's Story ’ 
Seldom pei haps, though he is never wanting in poetry, 
docs he raise his prosodic power to individuality But 
he does this in the extremely beautiful “ The fire that 
filled my heart of old,” in the almost finer — ccitainly equal 
— “Song of Sighing,” and in the splendid “Insomnia ” 3 
In this last, however, he resorts to the curious penultimate 
couplet of double rhyme It is rather a study to discover 
why this strikes a false note , but I think I have got the 
verb conjugated in my trunk The danger of the double 
rhyme in English — a danger intensified in triple — is 
that of comic suggestion , and Thomson does not guard 
against this as iully as Mr Swinburne did 4 

1 Adde quod w nigras lelhargi mergitui unaas 

(Lucr in 841 ) 

11 lanes Story , and othei Poems (London, 1 88 1 ) 

9 A Vontpom the Nile l and other Poems (London, 1884) 

4 He l') bird to sample , you want, as a rule, several stanzas to get his atmo 
sphere Ilert aie parts of Lwo prosodic lyrics and a stanza of “ Insomnia” 
The fire that filled my heart of old 
Gave lustre while it burned , 
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Now only ashes grey and cold, 

Are in its silence urned 
Ah f better was the furious flame, 
The splendour with the smart 
I never cared for the singer’s fame, 
But oh * for the singer’s heart 
Once moie — 

The burning fulgent hearL * 


Like violets pale i’ the spring o’ the year 
Came my Love’s sad eyes to my youth , 

Wan and dim, wiLh many a tear, 

But the sweeter for that in sooth 
Wet and dim, 

Tender and true,* 

Violet eyes 

Of the sweetest blue 

Men sigh and plain and wail how life is bucf 
Ah 1 yes, our blight eternities of bliss 
Are transient, rare, minute beyond belief, 

Mere slar-dust meteors m Time’s night abyss 
Ah 1 no, our black eternities intense 

Of bale are lasting, dominant, immense 
As Time, which is their breath 
The memory of the bliss is yearning sorrow, 

The memory of the hale clouds every morrow, 
Darkening a thousand nights and days unLo the night of Death 
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OTHER POETS OF 185O-I90O 

Restrictions — Mr George Meredith — Companson of Emily Bionte’s 
“Remembrance", Faber’s “ Pilgrims of the Night”, and Lord 
Lytton’s “Astarte” — Miss Veley “A Japanese Fan” — Lord 
De Table) — Mr Henley — John Davidson — Francis Thompson 
— Covent y Patmore-— The revival of the ballade and similar 
foims — Some more dead poets, and some live ones 

THIS chapter, like at least one other in the present Book, 
is rather a “ thorn-chapter ” (as Thackeray would have 
said) to its author , for, whatever he docs with it, he js 
sure to displease somebody That being so, there is 
nothing to do but to announce intention, and stick to it 
It is proposed to include here a few — but only a few — 
examples of the prosody of the later nineteenth century 
from poets other than those mentioned in the last 
chapter, and, according to the plan which has been pur- 
sued in all the literary histories I have written, not to 
dwell, distinctly and in detail, on the work of any living 
poet 1 And further, I propose, even in the instances I do 
give, to dwell rather on points than on persons, rather on 
specimen and characteristic metres than on bodies of 
prosodic work. I think this is justified — first by the 
force majeurc of space, and secondly by obvious if less 
dignified reasons of convenience and opportunism , but 
thirdly and chiefly, as well as most satisfactorily, by the 
very full examination, which has been given in the last 
chapter, of the most representative examples of the 
period, and by certain considerations of a general 

1 In thq next chapter this rule will have to be slightly infringed , but we 
shall have to deal there with professed expei iment 
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character which will be, I hope, duly marshalled in the 
Conclusion In the first place, therefore, let us levy our 
proposed tribute — not so haphazard as it may perhaps 
look — on the dead 

It would be a needless provocation to those admirers Mr George 
of the late Mr Meredith who will have him to be a great Meredllh 
poet, as well as a great novelist, to omit all mention of 
his prosody , but it would be a disrespect to himself (a 
matter of much more importance) to give it any more 
than brief notice In fact, ll I'a voulu in a much more 
deliberate fashion than that in which his poor namesake 
“ would have " something else The “ Promise in Dis- 
turbance ” gives a perfectly clear warning , 1 which is quite 
legitimately fulfilled As a matter of fact, of course, Mr 
Meredith is often better than his word , and we have no 
reason or right to complain when he simply keeps it I 
used to think that a verse of one of the doleful ballads of 
the later seventeenth century on Bothwell Brig quoted by 
Scott — 

The Lowdian Mallisha they 
Came in their coats of blew 
fuc hundred men from London came 
Clad in a reddish hew, 

was, even without the spelling, the tic plus ultra of 
bathetic prosody, or prosodic bathos, in common measure 
But Mr Meredith's “Archduchess Anne” excels it in this 
respect, if only because it is fully rhymed 

“ I am a man of many sms 
Who for one virtue die,” 

Count Louis said “ They play at shins 
Who kick,” was the reply 

Yet he meant it, of course 

I suppose that, in that curious literary-fantastic realism 
of his, which must have been half begotten by, and half a 
revolt from, the ««literary-fantastic realism of Dickens, he 
would always have liked to mean it, and therefore tried 

1 With its mention of “ one false note,” “ a jangled strain,” 

“ a newly added chord 

Commanding space beyond whete ear has home” 

“ the rebel discords,” etc 
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out-of-the-way measures like galhambics, sometimes, as in 
their finale — 


Ever wailful trees bemoaning him, a bruised purple cyclamen — 


Comparison 
of Emily 
Bronte s 
* Remem- 
brance ’ , 
Faber’s 
' Pilgrims ol 
the Night " 


hardly to be distinguished from prose , 1 or like the jumpy 
little rhythms, sometimes internally jingled, of “Wood- 
man and Echo,” etc But somehow or other he could not 
always be meaning it , the merciful Muse would not 
always either tolerate or punish him The blessed old 
tiochaic sevens assert their gentle mastery in “ The Woods 
of Westcrmain” , thefe is a Rossetti-like stateliness in 
“ A Ballad of I'ast Meridian ” The Arnoldian three-foot 
anapaests of “ The Day of the Daughter of Hades” have 
a subtle music , the octosyllabic couplets of the “ Lark 
Ascending’ would not have been scorned by Marvell, 
and in “ Love in the Valley,” at least, our auto-Marsyas 
leaves off trying to flay his own body and his readers’ 
ears, and shows himself master of the lyre of Apollo him- 
self Never was the ancestral “ The Queen was in the 
Parloui ” measure touched to a sweeter, freer variation , 2 
nevci were wc at greater advantage in asphodel Else- 
where you shall find the unpretentious grace of “ Marian ” 
and the trickless grandeur of “ Lucifer in Starlight” face 
to face on one page-opening, in the recent two-volume 
edition But I suppose the real Meredithian (it is 
necessary to do no more than glance at Wilkes) regards 
these things as derogations 

A n unusually interesting .siih iccl. for prosedlC-sbudyOS — 
furnished by two very well-known compositions . Emily 
Toronto's greaQ’ Rcmeni bTance'^ aild. Fabe r's fa mous hymtL^ 
“Pilgrims of the Night ” 3 I do not know whether 


1 There are, of course, many fine lines m “ Phaethon ” 

2 It has in fact got itself a Sapphic hint and tint 

3 Cold in the earth, and the deep snow piled above thee, 
Far, far removed, cold in the dreary grave , 

Have 1 forgot, my only love, to lo\e thee, 

Severed at last by lime's all severing wave? 


Hark. • hark i my soul 1 angelic songs are swelling 
O’er earth’s green fields, and ocean’s wave-beat shore 
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Faber had “ Remembrance " in his head, 1 but there are 
some remarkable verbal resemblances, although no sort 
of “ plagiarism ” The prosodic scheme, however, of the 
two stanzas (the refrain-couplet of the hymn is, save for 
a purpose to be noticed presently, purely separable) is 
absolutely identical from one point of view — iambic five- 
foot quatrain with redundance m the odd lines Miss 
Bronte, indeed, has perhaps dis^uised _t^'° .f rom very care- 
le ss folk by admitting a substi tut ed trisyllabic foot in the 
Tirstjinc of the_ -firstlan 3 secon d stanzas, as we ll as o nce 
or twice elsewhere 


But the _ _ 

same'aTid -a'^IargcT number of line s are undistinguishable 
if separately considered The prosod ic tu rn given to the 
two^isTTTowever, distinctly different, or rather most lnter- 
e stmgly developed in different directio ns , and T~3cThot 
■flunk that the tune which is tEe hymn’s most familiar accom- 
paniment is in the least responsibl e 2 fo r giving the idea 
o Mihis (development r though^another certainly expresses 
it in a manner wKIch does credit to the setter, whoever he 
was Miss Ijixmte had^ha ppened , rather bec ause of her 
subject than of anything else, _to, make a strofig caesura at 
the'TotTrt'fTsyllable ~and sKejrepeafs" it oftenj_but not in- 
va riably ofTrTsuch a way as^toj inpos e itself on the~ear. 

Faber,I suppose, seeing the musical capabilities "of thisj 
takes the hint of it, and the other hint of the strong word 
and slight subsequent pause at “ Cold,” and makes them 
the basis of his fingering of the measure , while, to 
impress it on the dullest ear, he adds the refrain with a 
strong “ section ” 

Then having compared these two, let the student ^ nd Lord 
proceed to compare them further with a sort of parallel ■■ Astarte ■ 


How sweet the truth those blessed strains aie telling 
Of that new life when sin shall be no more * 

Angels of Jesus 1 angels of light 1 
Singing to welcome the Pilgrims of the Night 

1 The “ Poems by Three Sisters," as we may call them, were, I have 
reason to believt, well known at Oxford long before the general accepted 
them They appeared in 1846 , “ Hark 1 hark ’ my soul 1 ” in 1854 

2 In fact neithei of the tunes, “Pilgrims” and “Vox Angelica,” given in 
the older editions of Hymns Ancient and Modem , brings out the character 
I do not know the name of the more successful one 
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in trochaic cadence The thing will be found ready done 
to his hand 1 in the second Lord Lytton’s beautiful 
“ Astarte " (or " Fata Morgana ”) 

Should I fail to find her out by her gold ti esses, 

Brows and breast and lips and language of sweet strains — 

I shall know her by the traces of dead kisses, 

And that portion of myself which she retains 


Miss Velcy 
" A Japanese 
Fan ” 


(I cannot prevent the old Adam in me from wishing he 
had written "trace of dead caresses" , but this is wrong, 
and perhaps 111 more ways than one ) 

The almost uncanny way in which iamb and trochee 
“ play up " to each other by passing a syllable to and fro, 
and reconstituting themselves in new likeness, while re- 
taining that portion of their old selves which is congruous, 
appears here Both metres, in this form, have a curious 
power of expressing saudailes — love and regret mingled , 
this seems to be (though they can do other work) as 
distinctly their portion m serious poetry as some other 
pnvilegcs which have been pointed out elsewhere And 
once more, in studying them, one reflects on the utter loss 
of all beauty — the picsence of baldness and blankness 
instead — the disappearance of the "excellent differences” 
— that comes if one regards them merely as groups of 
accents, with a few unaccented syllables chucked in any- 
where to make the mixture, not slab, but sloppy 

For another example of the intimate and subtle, the 
almost uncanny, connection between metre and meaning 
— so different from that superadded charm which short- 
sighted people grant, not unfrequently grudging the 
grant itself — take Miss Margaret Veley’s wonderful 
“Japanese Fan ” 2 Nothing could so suit the ironic 


1 It can be done, mathematically and constructively, by pieficmg a syllable 
to the odd lines of the one — 

[-!»</] hive I forgot, my only kne, to love thee, 
and to Lhe even of the other — 

[ 7 r//j of that new hfe when sin shall be no more 
But of course the leshaping interferes with the beauty in the particular cases 
1 Originally in the Lot nhzll Ma-azmr for September 1876 Reprinted 
in A Marnat;i of Shadows and otha Poems [on the back simply Poems ] 
(london, 1888) The whole book is worth reading, but "A Game of 
Piquet ” is the chief other piece noticeable from our point of view 
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gravity, the sardonic passion, of the piece as. these soberly 
running trochees, with the sharp alternation of long and 
pulled -np- short lines The suggestion is, of couise, 
Browning’s in “ Love among the Rums,” but the modula- 
tion is different, owing to the shortening of the odd lines 

Though to talk too much of Heaven 
Is not well, 

Though agreeable people never 
Mention Hell, 

Yet the woman who betrayed me, 

Whom I kissed, 

In that bygone summer taught me 
ISoth e-ust 

I was ardent, she was always 
Wisely cool, 

So my lady pi ived the traitor — 

I, th<_ fool 

Oh 1 your pardon 1 hut remember, 

If you please, 

I’m translating this is only 
Japanese 1 

The citation of “ Fata Morgana ” above connects itself 
with that difficulty of this chapter with which I began 
From the work of its author — a poet too commonly 
undervalued, though, by refusing to ciiticise himself, he 
provoked criticism from others — especially in the early 
Wanderer and the late ]\Iarak, I could, of course, draw 
endless prosodic examples, but none others that need 
be drawn for my special purpose So, again, with his Lord De 
companion in the unwritten volumes of Horace Walpole’s lable f 
book, Lord De Tabley (Mr Leicester Warren), on whom, 
too late, after some (not unfit, but very few) had admired 
his work for nearly a lifetime, two volumes of excellent 
selections 2 drew something more like general attention 

1 It has been a great pleasure, and a small surprise, to me to sec how some 
of those who have been good enough to read these volumes have picked up 
my little prosodic suggestions It imy amuse a few of them to consider just 
the difference which the shortening of the longer lines makes between “ I ove 
among the Ruins” and “ A Japanese Fan ” I 3 ut it must he admitted thaL 
both hit the guileless but not guiltless head of the Reverend William Crowe 
rather hard, for his objection to this pull-up of verse 

2 Poems Diamahc and I y?ical> Fust and Second Senes (London, 1893 
and 1895) Of “ Owen Meredith ” (Lord Lylton) there are two selections, one 
a small volume published during his lifetime in the “Canterbury Poets,” and 
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I could illustrate this subject of later nineteenth-century 
prosody well and delightfully from him — if it had not 
been done already I think his most original schemes 
prosodically, among scores poetically beautiful, are the 
“ Serenade,” 1 with its quaint checks and returns, and the 
curious musical “Nuptial Song ,” 2 which, by the way, 
show's a tendency towards assonance farther on 
Mr Henley We h av e heard a good deal of “ new prosodies” for 
some decades past, and I suppose those who believe (or 
would fain believe) in them would claim the late Mr 
Henley as a new prosodist Yet in turning over the too 
few volumes (some of them his own gift) from A Book 
of T \ 7 ses to the charming Hawthorn and Lavender and 
the much-extolled Speedy I find very little of anything 
that offers any real innovation From almost the first 
he liked rhymclessness , but rhymelessness is about as 
new as the New Inn at Bideford, which used (whether 
innocently or humorously I do not know, but I believe 
quite truly) to advertise itself as “ the oldest in the town ” 
He was fond of stanzas tailed into an actual monosyllable, 
as in 

Shadows gleam on the downland 
Under the low spring sky, 

Shadow and gleam on my sp\nt — 

Why ? 


another made most carefully after his death (London, 1894} by his daughter, 
Lady lietty Balfour This latter does not include the Wandn cr t which hid 
been previously republished m full, and in which the poem cited above will 
be found under its earlier title of " Astarte ” 

1 Peace, where my love reposes, 

A shrine of slumber gray — 

Let sleep repair her roses 
Torn by the stress of day 
Sleep, till orient shiLs 

Misty peaks discover, 

Calling back thy lover. 

Where afar he lies — 

Thy lonely lover 

2 Sigh, heart * and break not , rest, lark 1 and wake not j 
Diy I hear conning to draw my Jovl away 
As mere-vaves whisper and clouds grow crisper, 

All 1 like a rose he will waken up with day 
(It should be observed that “mere ” is not mere “poetic diction,” for Lord 
De Tabley was a Cheshire man and had a special right to use it ) 
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But though this may have been directly suggested to 
him by modern French poets, he need not have gone out 
of English for it The “ Speed ” piece itself is essentially 
— I must yet again repeat, it may be by no means con- 
sciously — the motive of Kingsley’s “ Freya,” crossed with 
Arnoldian suggestions, and carried out Whitmamcally. 
A passage from it will show the danger of all these 
things I print it as it stands in the book, and as prose, 
side by side , and I ask any one, on his honour and 
conscience, whether it does not go more naturally as 
prose ? 


Roads where the stalwart 
Soldier of Caesar 
Put by his bread 
And his garlic, and girding 
His conquering swoid 
To lus unconqueied thigh, 
Lay down in his armour, 
And went to his Gods 
By the way that he’d made 


Roads where the stalwart soldier 
of Caesar put by his bread 
and his garlic, and girding 
his conquering sword to his 
unconquered thigh, lay down 
in his armour, and went to 
his Gods by the way that he 
had made 


But, on the whole, from In Hospital and Life and Death 
( Echoes ) — echoes which started for some of us some 
five-and-thirty years ago — his poems simply avail them- 
selves, with the onginality which every poet should show, 
and no more, of the frank accommodation which the 
earlier nineteenth century had provided in the prosodic 
department 

Another still more recent loss, Mr John Davidson, John 
not only emitted prosodic heresies, but might have been Davldi0n 
expected to be heretical in practice Henley, though he has 
been regarded as a rebel by those who did not know him, 
was never exactly rebellious, though he was Cyclopically 
independent , but Davidson undoubtedly was, or would 
have liked to be Accordingly, in a note to one of his 
volumes ( Holiday Poems ) he talked not over-wise things 
about rhyme, which he termed a “ bedizened harlotry,” 
a “ property of decadence,” and so forth (rude things, at 
which she doubtless smiled), betraying the secret of his 
petulance in the phrase (which is after a sense quite true) 
that the achievement of rhyme is something that rhyme 




Francis 
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achieves, not the poet or the poetry But this was a 
mere anarchic splurt , and his actual work, from the 
early plays and the charming Ballads and Songs to the 
posthumous Fled Street and other Poems , which wrote 
his own epitaph, shows regular though free prosody, and 
abundant rhyme His blank verse was an excellent 
variety of the Tennysoman , and as for rhyme, what 
does it matter what a man says about rhyme, when, at the 
beginning of his career and at the close of it, he writes 
two things like “ Autumn ” and “ The Lutanist ” ? 

Wandiers weary, oh 1 come hither, 

Whtic the gieen-leaved willows bend, 

Where the grasses never wither, 

Or the purling noises end — 

O’ei the sen icd sedge late blowing 
Suige and float 

Golden flags, their shadows showing 
Deep as in a castle moat 


The hai vests of puiple and gold 

Are garnered and ridden dead letves 
To-morrow will carpet the wold 

And the arbours and sylvan caves, 

Dismantled, no welcome extend , 

The bowers and the sheltenng eaves, 

Will witness to-morrow the end 

Of their stained, of their sumptuous leaves, 

While tempests appaiel the wold 
In their cast off crimson and gold 

It will be observed that this last, with its rondeau-like 
wheel, is quite an intricate embracement of the harlotry, 
quite a wallowing in the decadence of rhyme I only 
wish he had lived to continue yielding to temptation in 
this way 

The praise of the verse of a third dead maker of this 
particular time, Francis Thompson, will perhaps be rather 
spoilt, for immediate posterity, by the evident coterie 
influences which marked a part of it It is probable, 
indeed, that not a few of those who were most affected by 
Sister Songs, and the poems following, were really ignorant 
of the great debt he owed to his Caroline predecessors, 
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Crashaw especially, if not also of that to a remarkable writer 
of an older generation, who will, for reasons, follow him 
here, though he might almost have been treated in the last 
Book But there is no doubt about the author of the 
“ Hound of Heaven ” retaining a high place among the 
second older of poets of his time I do not, however, 
think that he requires very much notice prosodically, for 
almost all his most remarkable pieces are couched in 
that “ modern Pindaric,” which, though Tennyson had 
practically given it its passport in Maud , and most 
younger writers had taken it up more or less, presents 
nothing novel for us, and may be best illustrated under 
the name of Patmore himself 

A few general remarks on the curious contrast — one Coventry 
extending widely beyond our limits — between Mr Pat- Palmore 
more’s earlier and later career, may be made when we 
come to his precepts in the proper chapter of this Book. 

As far as his practice is concerned, it well-nigh leaps to the 
eyes prosodically For twenty years, from Poems (1844) 
to The Victories of Love (1863), the centre of this work 
being The Angel in the House (1853), he almost entirely 
confined himself to easy fluent measures, especially an 
octosyllable, alternately or simply rhymed He could 
sometimes manage, in this, veiy great phrase equipped 
worthily with cadence I am glad to know that my own 
forty years’ favourite — 

Sick of night, 

The Alpine shepherd looks to the height, 

And does not see the day, 'tis true, 

But sees the rosy tops that do, 

has secured suffrages worthier than mine 1 Still, on the 
whole, he seemed to have deliberately courted the reproach 

1 Here is anoLher 

lie that but once too nearly hears 
The music of forefended spheres, 

Is thenceforth lonely, and for all 
His days like one who treads the wall 
Of China, and on this hand sees 
Cities and their civilities, 

And on the other lions 

But both of these are from The Victories of Love, 

VOL. Ill 2 C 
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of shpshodness, if not even of namby-pamby, as if he 
had wished to serve himself heir to his father’s old friend, 
Leigh Hunt, and improve the inheritance by crossing it 
with some of Tennyson’s least good traits 1 But much 
later, in 1877, he issued The Unknown Eros (continuing 
it later still) m Pindaric of the most ambitious kind A 
reader of this, and of The Angel z» the House , might be 
excused for thinking that the authoi, if he wcie really 
the author of both, must have prepared the first as an 
elaborate foil for the second And it is quite certain that 
no “scholar" (with the quotes) of the thirtieth century 
will ever for one moment allow identity of authorship (I 
have at least thiee theories, ready cut-and-dned, for the 
proper assignment of the different works) Not only is 
the metre “ Pindaric,” but the diction and thought-ordon- 
nance are “ metaphysical ’ in the highest degree — double 
epithets plentiful, sharp contrast of word-strings incessant 
The effect is often extiemcly fine, but there is constant 
sense of stiain and tension Baudelaire, m one of his fits 
of humorous pose passing into incipient distraction, is 
said to have once suggested to a damsel that, before 
exchanging endearments, he should like to hang her up 
by the hair, whereat she very wisely cohorruit et evasit 
This kind of verse occasionally suggests eccentricities of 
the kind. 2 

1 As in Ihe once famous — 

I, my own sltwird, took my rent, 

Three hundred pounds for half the year , 

Our witnesses the cook and groom, 

We signed the lease for seven years more 

2 For msUncc, though I have no great quarrel with the sentiment, I 
cannot wholly admire the style of this 

In the year of the great Crime, 

When the false English nobles and their Jew, 

By God demented, slew 

The trust they stood twiee pledged to keep from wrong 

There is somewhat too much of Ercles’ vein in it But who shall quarrel 
with this ? 

She, as a little breeze, But in a while 

Following still night, Ihe immeasurable smile 

Ripples the spint’s cold deep seas Is broke by fresher airs to flashes blent 

Into delight With darkling discontent , 
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Constructions, mostly very obvious, have been put on 
this fancy for Pindarics and for rhymelessness, and even 
for a certain tendency to neglect (or attempt to neglect) 
metre altogether, in favour of an irregularly “ stressed ” 
rhythm But these things will be better discussed in the 
chapter on Prosodists and in the Conclusion Meanwhile 
it only remains here to give a short account of an inter- 
esting prosodic episode which occurred about the beginning 
of the last quarter of the century , to refer briefly to 
some dead poets whom we cannot notice specifically, and 
to salute a few of the living who would be specifically 
noticed if they were not living — a further compliment 
which, in the circumstances, they will no doubt most 
cheerfully forego 

It was natural, and indeed inevitable, that the wide The revival of 
research among older verse, both English and foreign, 
which has been again and again noted, should draw forms 
attention to an interesting set of poetical forms which, 

French or Provencal in origin, with the natural Italian 
extension in some cases, had maintained a very strong 
hold on French taste from the thirteenth century to the 
early sixteenth, and had, in the late fourteenth and 
fifteenth, been actually English for a time, while in some 
cases (as in that of the triolet by Patrick Carey ] ) they had 


And -ill the subLle zephyr huiries gay, 
And all the heaving ocean heaves one 
way, 

TV.ird the void skyline and an un- 
gnessed weal, 

UnLil the vanward billows feel 
Ihe agitating shallows and divine the 
goal, 

And to foam roll, 

And spread and stray, 

And traverse wildly , like delighted 
hands , 


The fair and feckless sands , 

And so the whole 
Unfathomable and immense 
1 riumphing tide comes at the last to 
reach 

And burst in wind kiss’d splendours 
on the deafening beach — 

Where forms of children in first 
innocence 

Laugh and fling pebbles on the rain- 
bowed crest 
Of its untried unrest 


He damaged the beauty of this by spelling “ deafening ” “ deaf’mng,” 
probably owing to some prosodic craze (how mere a craze other things in 
the piece show) But it is beautiful anyhow , and the italicised image — for 
the greedy rapidity of the thinning water and its foam-fingers — is quite 
delectable 

1 Trivial Poems and Tuolets (1651), reprinted by Scott in 1819, and by 
the present writer with other Caroline Foets t vol 11 (Oxford, 1906). 
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been taken up, at least as playthings, by still later English 
poets 

The central principle of all these forms is the favourite 
medieval device of the refiain, used not casually, nor 
merely as a tip and catch to the stanza, but incorporated 
with it, and with the whole poem, on definite principles , 
thus standing to poetic, or at least prosodic, structure 
very much as the steel rods embodied in concrete do to 
the new fashion of architecture — that of Jeremiah as some 
say, Neo-Cyclopean as others call it 

This principle is recognised by the name or names of 
one of the groups — ronde , rondeau , rondel , “ roundel,” etc , 
which, though later specialised, obviously, in its original 
application, merely refers to the “ coming round ” of the 
refrain , while the repetition may, as obviously, extend to 
whole lines, to more than one line, or to part of a line 
worked in according to the taste and fancy of the poet. 
This repetition, again, may be always at the close, or at 
the beginning, or at both, or it may work its way through 
the stanzas in different places, like something settling 
through clear water at different levels 

These things — pretty evidently derivations from the 
old simpler forms of song and carol in Southern and 
Northern French — seem to have begun to crystallise them- 
selves about, as has been said, the thirteenth century, and 
very charming examples exist (under the name of an other- 
wise unknown writer, Jehannot de Lescurel) almost as early 
But the definitely rhetorical turn of French poetry, during 
the fouitcenth and fifteenth, stiffened them into vertebrate 
shapes with strict regulations — sometimes proceeding, as 
poetic gift died down and was replaced by rhetorical 
etiquette, to rather absurd complexities Yet ballade, 
rondeau, triolet, villanelle, and the rest, up to the elaborate 
sestines and chants royaux , constantly served as admirably 
pliable instruments to real poets, like Charles d’Orteans 
and Villon, as well as later, till the Pleiadc threw cold 
water on these now old-fashioned things in favour of what 
they thought more classical forms 

Meanwhile English following had been by no means 
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non-existent, but neither very voluminous nor very 
felicitous Gower wrote his Ballades in French , while 
Chaucer has left a certain number of English experiments, 
always interesting and in some cases attractive But, as 
was noticed in the proper place, he himself had less of the 
singing power than of the other gifts of the poet , and 
these forms (the danger of which is a stiffness rhetorical 
in the bad sense) specially require lyrical quality — 
whence the excellence of the above-mentioned fifteenth- 
century Prince and Bohemian in them 1 he examples by, 
or attributed to, Lydgate and a few others, suffer from 
the generally prosaic tendency of their writers And 
soon the hopeless inability of the English regular literary 
poet to tackle any metre at all made them of no account , 
while when Wyatt and Surrey restored harmony new 
fashions had come in from the country of their origin 

The French Romantic school, however, naturally fished 
them up again , and in its second generation especially, 
Theodore dc Banville produced exceedingly charming 
examples which were certain, sooner or later, to found a 
school With us Mr Swinburne’s immense knowledge 
and universal prosodic faculty could not miss them , and 
he has some scattered examples of several foims with a 
considerable body of one — the “ roundel,” in which and 
elsewhere he took his own liberties, as he had a right to 
do But the principal experiments on them were made 
by three living writers — Mr Andrew Lang, Mr Edmund 
Gossc, and Mr Austin Dobson, who were at one time 
largely followed, 1 Mr Henley being one of the chief 
followers 

1 For e complete view of these “horms,” in their specifications, see 
Mr Dobson’s “Notes” on Lhe subjei t , while there are no beLler examples 
than his 4 4 b ssiys in Old b rc nch forms,” included in Old Wot Id Idylls (1883) 
The style offered, of course, great opportunities for lii^Ht and even burltsquc 
use, winch the writers mentioned, ind others, did not negltct Indeed Lhe 
comic verse of the last division of the century gcneially and fully maintains the 
prosodic distinction which his been noted as usually marking that “ arm of the 
service ” The admirable “Nonsense” and other “Verses” of Edward Lear 
(to the best known form of which a meaningless and misleading topographical 
name has recently been given) and the varied Anstophanic wit of Calverley 
(“C S C ”), in the earlier time, were excellently followed up, the chief 
successors being Mr H D liaill and Mr James Stephen (“J K S ”) To 
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The thing was, of course, to some extent an instance 
of engouement, and, as engouement always does, it produced 
over-imitation and over-production on the one hand, a 
dead set against itself on the other, and in the end abrupt 
and rather unreasonable disuse There is no doubt in 
the mind of the present writer that, with perhaps some 
licence 1 in the rules (for English is very impatient of 
mere arbitrarinesses), the chief measures, the ballade and 
rondeau, are genuine and valuable additions to English 
poetic form for many purposes , while for light use the 
triolet has few superiors Such a use of the rondeau 
motive, for instance, as that in Mr Swinburne's supcr- 
exqmsite 

Kissing her hair I sate against her feet 
should appeal to every one 

To doubt its music were to want an ear, 

To doubt its passion were to want a heart 

While, like the triolet (which indeed is only a special form 
of it), this rondeau has admirable adaptablcness for playful 
pui poses I admit that the most elaborate confections, 
such as the sestine and chant royal, seem to me rather too 
elaborate for English You read them, when they are really 
fine, without much caring about the exact structure they 
are simply grandiose specimens of the middle ode But 
the ballade (though I do not know that you need always 
begin the Envoi with “ Prince ” — I would, like all rational 
religions and constitutions, allow “dispensations”) is a 
very great measure indeed With more space than the 
sonnet, with far more definite lyrical quality and greater 
scope for variation, it has the same power of vignetting and 
formally presenting a subject , its musical range is very 
wide , and its faculty of dealing with grave or gay 
things, with thought, or with feeling, or with object, is 


this quaitet no comic ply of verse was unknown, and their special gifts could 
never have found such perfect expiession wiLhout the recovery of prosodic 
emancipation which has been chronicled here 

1 This licence must, of course, be judiciously used The ballade, for 
instance, is less patient of irregular substitution than the triolet But these 
things, like many other things prosodic, you cannot know till you try 
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extraordinary, Like all more or less artificial forms — like 
the sonnet itself — it, of course, offers dangerous temptations 
to the “ copy of verses ” But it is the business of the 
poet to resist these , and as for the poetaster, you will not 
keep him from sin if you knock off form altogether 

Speaking prosodically, not of general poetry or htera- Some more 
ture, I do not know that Mr Stevenson’s verse requires dead poe,a ' 
special notice Much more might be given to that of 
Father Gerard Hopkins, if it were not that, as his friend 
Mr Bridges (who knew him long after I had lost sight of 
him, and with whose ideas on prosody he was much more 
in agreement than with mine) admits, he never got his 
notions into thoiough writing-order They belonged to 
the anti-foot and pro-stress division But, even if it were 
not for old things and days, it would be unfair to criticise 
lines like 

I want the one rapture of an inspiration 

— which you can, of course, scan, but where “ one ” seems ■ 
to be thrust 111 out of pure mischief — or many others He 
never published any , and it is quite clear that all were 
experiments I do not know whether Mr Herbert E 
Clarke, who, some thirty years ago, when I was reviewing 
practically all new verse, seemed to me the best of the 
newcomers, is alive or dead I have seen nothing of his 
for years But his Songs in Exile (1879) and Stcimdnft 
(1882) showed very great faculty, within the bounds of 
regular prosody, but with no hamper or timidity Thus, 
for instance, this is a very remarkable thing 

Let my head lie quiet here upon your shoulder 
Once, once moie 

Dead desires are round us, round us dead hopes moulder 
All is o’er 

Here let no one say, “ Why • 1 Love among the Ruins ’ and 
‘A Japanese Fan’? What more?” A good deal more 
For the lengthening of the long line docs much, and the 
way in which the temptation to scan the short one 
anapsestically is averted, still more , so that you almost 
feel inclined to give it (as the first instance seems actually 
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to crave) the value of three monosyllabic feet, in order to 
put a stronger drag than ever on the run of the weary 
trochees in the first 1 

But with others that cheering reflection returns which 
comforted the company, depressed by stones of Yellow 
Jack and the like “The Major ts alive,” — there are 
still many of them — many majors — to salute, while those 
who are not saluted need not think themselves treated as 
minors Mr Bridges first, of course , nor do I know how 
to be sufficiently grateful to him, either for giving me 
many years of satisfaction with his admirable practice in 
orthodox verse, or for sparing me the necessity of dealing, 
except lightly and indirectly, with what seem to me his 
less admuable principles and experiments in innovation 
I have spoken of some others under “The Forms,” and 
need only here reiterate the welcome which all good 
judges have given to Mr Dobson’s craftsmanship in less 
exotic matters, and particularly to the manner in which, 
in the country of Prior, he has borne the succession of 
Pracrl If it be true that the soul is a harmony — a 
dictum which seems to have disturbed Lucretius unneces- 
sary, for certainly his was harmonic enough — the dominant 
of Mr Kipling’s soul is no doubt the anapaest , as is well 
seen of the “ Ballad of East and West ” and the fight of 
the three Sealers And as for Mr W B Yeats, he is 
perhaps the capital cxamjole of an undoubted poet who 
has tried to wriggle himself, by fantastic will-worship of 
prosodic will-o’-the-wisps, into the unpoetical — and has 
failed My friend Mr Omond has asked whether such a 
line as that in The Shadowy Waters— 

The mountain of the gods, the unappeasable gods, 

is metrical? I reply seturii<;, “ Why, certainly Palpable 
Alexandrine”, and you can generally stow away an 
Alexandrine anywhere Prosody, like the excellent 
woman’s children 111 George Eliot, “can do with an extry 

1 Some additions to this list have been suggested to me, and more have 
suggested themselves But after trial, and more than one alteration of mind, 
I have regretfully decided to leave it as it is For a mere catalogue would be 
idle and provoking, and there is no room for anything more 
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bit” There are few things more amusing to me than the 

way in which she quietly defeats the efforts, of the wilful 

ones who are hers, to escape her junsdiction As for the 

others, what does it matter whether they tend to plaster- 

cast grandiosity, or to Tennyson-and-watcr, or to mere 

eccentrics? But this will do Mortalis tmmortales 
» 

salutat ! 



CHAPTER III 

Til F LATFR ENGLISH HEXAMETER AND THE 
DISCUSSIONS ON IT 


Hcxametnsts between Daniel and the mid-eighteenth century— 
C.oldsmith — Tucker and Hemes — The German example and 
its followers — 1 he “ accentual ” foim — Coleridge — Southey his 
discussion of the matter — The Vision of Judgment — Between 
Southey and Longfellow — Evangeline — Clough The Bothie — • 
His elegiacs, lyrics, etc — Others — Cayley — Calverley — Kingsley 
and his remarks on Andromeda — Andromeda itself — Its base 
really nnapcstic — -Tennyson — Arnold and others — Mr Swin- 
burne — The last stage — Reversion to Speddmg, etc — Mr 
W J Stone — Mr Bridges’ experiments 

Hexamehists We left the attempt to reproduce classical metros, and 
Daim l'uui the especially the hexameter and the elegiac couplet, at the 
miii-c ightccntli point where it was temporarily extinguished by the utterly 
cLuiury, crushing criticism of Daniel, and (as far as dactylic vcisc 
was concerned) hardly less by the arguments of Campion 
himself Aftei this, for nearly two hundred years, the 
whole matter lay practically in abeyance Sporadic 
attempts may be found noticed in Mr Omond’s books, 
and elsewhere perhaps Robert Chamberlain (a most 
different person from the author of Pharonmda) tried a 
half-score of hexameters in 1638 Wallis in his Grammar 
touches the subject by precept and example, and a quidam 
named Hockcnhull ( 1 65 7) did as much as Chamberlain 
Watts’s Sapphics have been dealt with , I think Mr Omond 
is too hard on them We do not, it would seem, know 
who wrote A n Introduction of the A ncient Greek and Latin 
Measures into British Poetry, which appeared in 1737, 
and was probably a result of the same stirring of the 
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waters which produced Pemberton and Mainwaring, and 
started the abundant if futile prosodic writing of the later 
eighteenth century This Anonym seems to have had no 
ear , 1 and his rules are quite interestingly heterogeneous 
He believes in “quantity by position,” but qualifies his 
belief by quite arbitrary licences , 2 extends the true 
dogma of the wide range of common quantity in English 
to the utterly damnable doctrine and position that every 
vowel is common , and while condemning wrenching of 
accent, wrenches it himself like a mountebank tooth- 
drawer 3 

As yet, however, the sturdy good sense of the eighteenth Goldsmith 
century kept off much serious dealing with these evil 
spirits, while its rather deficient “ curiosity ” (in its own 
sense) as to experiments of fine art, barred the thing like- 
wise It was not till a quarter of a century after the 
Anonym that Oliver Goldsmith wrote his Essay 4 on 
“ Versification,” in which some have seen a remarkable 
thing I hope I am not a Philistine, but I am bound to 
say that, putting quite aside the question of agreement or 
disagreement in opinion, I can see nothing in it beyond 
Oliver's well-known sciolism, his ingenious journalist 
instinct, and his faculty of redeeming everything that he 
did with pervading charm of style and an occasional 
corrective flash of genius In this last respect the final 
paragraph of the Essay to a great extent does redeem 
the rest, though even here he goes wrong in supposing 
English verse to have a fixed number of syllables He 
admits, however, a varied pause and cadence, as opposed 

1 He thought Sidney, m his hexameters, quite as musical as Chaucer, and 
considered 

A Deity gave us this leisure, O Mehboeus, 

to be the kind of thing one could recommend to a friend 

2 A vowel is to be short before eg, because these consonants are near akin 
Now there are few collocations which you can less easily take in your stride 
than this, unless you mutilate one or the other sound 

3 “In Syrian Pastures " Having mislaid my notes on the book, I take 
examples from Mr Omond’s account 

4 Essay XVIII Cowper’s Sapphics (noticed, like Watts’s, before) were 
written much about the same time , but were never published Lill after his 
death 
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to French , and his last sentence 1 by itself practically puts 
the pen through all the earlier part of the paper But this 
begins with a repetition of the contemporary commonplace 
about verse owing its origin entirely to the music with 
which the first songs and hymns were accompanied, 
whereas it is just as likely to have been the other way 
It continues with a little bit of snobbishness about 
grammar and prosody (which he is handling at the 
moment) being “ the business of a schoolmaster rather than 
the accomplishment of a man of taste” It calls rhyme 
“ a vile monotony,” and returns to sanity with the state- 
ment that it is ridiculous to assert that modern poetry has 
no feet, but seems to apply that term only to collocations 
of syllables ending, or coinciding, with the words 

He illustrates so little (from English, indeed, not at all), 
and is so far from having cleared up his own mind on the 
subject, that a hasty and non-expert reader might take 
him as a rather oracular Moses or Columbus of prosody 
For he says that ‘‘Shakespeare, Spenser, Milton, Dryden, 
Pope, and all our poets abound with dactyls, spondees, 
trochees, anapaests,” which they use indiscriminately 
But as he again and again repeats the limitation of syllables, 
it is clcai that he only meant that whereas the ancients 
“ were restricted to particular kinds of feet ” in epic, pas- 
toral, etc , the English poet can choose his metre, and 
that his woids form combinations grouped in different 
ways 

The gist of the Essay is undoubtedly to recommend 
English hexameters , and he mentions Sidney's, but in so 
curious a fashion that one very much doubts whether he 
had ever read them, certainly quoting none and giving 
them no direct praise at all He says he has “ seen several 
later specimens of hexameters [it has been asked where? — 
probably the Anonym’s] and Sapphics" [doubtless Watts's], 
and finds them “ as melodious to the car as the works of 
Virgil or Anacreon or Horace” It may seem illiberal, 
but I fear it is not unjust, to ask where Anacreon ( i e the 

1 “The Greek and Latin languages are susceptible of a vast variety 

of cadences which the living languages will not admit ” 
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pseudo-Anacreon) has left us either Sapphics or hexa- 
meters ? Indeed this probably gives the key of the whole 
Essay, as one of the ingenious compositions, not quite 
unknown 150 years later, where the composer plays an 
extensive series of fancy - variations on a very small 
modicum of positively secured knowledge, or of definitely 
formed opinion 

Ten years later Tucker and Hemes ( v sup vol 11 
p 546) touched the matter The former, like the 
Anonym, has a quasi-quantitative system , Herries is 
frankly accentual Trains kept the former pretty straight 
in part, 1 while music led the latter almost wholly wrong 
His Sapphics are fair “ Needy Knife-grinder,” that is to 
say, they quite alter the Greek and Latin rhythm , but 
his hexameters are purely atrocious, 2 this being partly due 
to the fact that, as he frankly acknowledges, he knew 
nothing of classical prosody, and so was going in the 
dark 

Tut I do not think that the definite turn to English 
hexameters which began towards the close of the century, 
and ivhich has at intervals been continued for more than 
a century since, can be traced, in any appreciable degree, 
to these “ sports ” of earlier eighteenth -century study or 
attempt The English hexameters, which William Taylor 
began, which Coleridge took up as a passing amusement, 
and which Southey, pretty clearly representing the same 
influence, greatly dared in the Vision of Judgment later, 
were undoubtedly due, in the first, and, to my thinking, by 
far the greater place, to disgust with the couplet, in the 
second to the German experiments in the actual hexa- 
metrical form German is a language of almost wholly 
accentual prosody , 3 Coleridge, as we have seen, never — in 
principle — got out of the accentual slough , while Southey, 

1 But only m part, for I cannot accept 

A spirit internal penetrates through earth and ocean 

as anything at all but prose with a needless inversion 

2 Fancy “Thee, lovely partner, thee,” being taken on any principles as = 
three English spondees ’ 

3 If this (“stress” being substituted for “accent” if any one pleases) had 
been more generally remembered, it would have been better 
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as almost everything in his Preface shows, and as I shall 
hope shortly to expound from it, knew perfectly well 
the limitations of possibility in his attempt, though he, 1 
think unwisely, dared them Now the hexameters of this 
period have practically governed the various further revivals 
of the experiment since, either by the way of imitation or 
by that of revolt Longfellow, Clough in part, Kingsley 
in the one Pyrrhic victory of the form, and others, have 
directly followed Southey and Coleridge, while the so- 
' called or so-self-calling “ quantitivists,” 1 who seem to me 

to violate every principle of English quantity and English 
verse at once, from Cayley to the late Mr. Stone, and 
“ some not late,” have usually taken this type as something 
from which to be different A very few persons, of whom 
Tennyson is the most considerable instance, 2 have endea- 
voured to combine, and in some degree succeeded in 
combining, the two schemes 

The "accen- Now I dislike and disallow the accentual hexameter, 
tuai form welcoming it only when it is a half-unconscious trans- 
fuga, and ceases to be dactylic and hexametrical at all, 
becoming a plain English five - foot ariapsestic, with 
anacrusis and hypercatalexis, as in the ever-delightful 
verse of Andromeda 3 But I am quite unable to agree 
with Mr Omond, and others of various sects, that it is " in 
no sense ” an equivalent of the ancient hexameter Whether 
it is an equivalent of that hexameter as it sounded to 
Pericles or to Cicero I cannot say, because, as I have had 
once or twice regretfully to remark, I am profoundly 
convinced, after considering everything that has been 
advanced by modern “ reformers," that we do not in the 
least know what that sound was But I know what the 
sound to me of the average Latin hexameter — the Virgil 

1 How they get “ quantitive” I have never known, or been able to find 
out, on either Latin or English principles 

2 Considerable in position Lancelot Shadwell (v mf) is the most con- 
siderable in quantity of the other kind 

s On the verse of Mr Swinburne, who consciously wrote It thus, v mf 
It may perhaps be barely desirable to observe that I use the term “ accentual ” 
as the accepted opposite to “ quantitative ” / think mere accent as 

inadequate for the scansion of Mr Swinburne’s and of Kingsley’s verses of 
this kind as of any other 
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type — is, and I acknowledge that (with differences, advan- 
tages, and drawbacks to be noticed presently in individual 
cases) the average English accentual kind seems to me to be 
in form} a fairly adequate equivalent Only, this equivalent 
is in totally wrong material — material which rings false, 
at every beat and echo, when the whole line, and several 
lines, are taken together Of the English quantitative 
hexameter we may speak later I shall only say here that 
it seems to me not merely not to be an equivalent of the 
ancient hexameter in any way, but to be the equivalent 
of nothing at all except the most floundering and un- 
rhythmical doggerel But we must trace the history of 
both kinds, in our usual way, before summing up in relation 
to either and both of them 

Coleridge, here as elsewhere, has a Puckish or Lepre- Coleridge 
chaunish character about him, which is somewhat pro- 
voking Yet it is something of a document that his 
practice m these things was evidently to him as much 
a mere “ experiment in metre ” as those extremely in- 
teresting fragments , 1 2 3 * * * * undated, which make one rather 
wonder whether he was quite so sure that Mr Tennyson 
was “ out ” as a metnst Nor should we neglect the 
avowedly burlesque Sapphics which he wrote tor young 
Gillman, in clear reminiscence of the “ Knife-grinder ” 
itself, and the “ weary way-wanderer ” that it wickedly 
worried His hendecasyllables are very beautiful if not 
rigidly exact , 8 but then the hendecasyllable has nothing 
in it at all alien from the true principles of English 
verse, and is often hardly distinguishable from a rather 
freely equivalenced and redundanced heroic I see no 

1 That is to say, I recognise, in the “accentual” English form, an 
attempt to get four dactyls or spondees, one dactyl, and one spondee into a 
line , and I admit that, separately considered, the feet, at least sometimes, 
sound like what they aim at 

2 Works, ed Dykes Campbell, p 470 

3 He took Lhe liberty (strictly right in English prosody) of beginning with 

a dactyl instead of a spondee, trochee, or iamb But those who think scorn 

of him for doing so should remember that there are such readings in Catullus 

himself as 

Est vehe |mens dea , iaederc hanc caveto, 

though of course I know that vehemens is often dissyllabic in value 
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particular objection, though my general one remains 
unaltered, to his well-known specimen hexameters and 
elegiacs , albeit, as he specifically called the latter " Ovidian," 
he should certainly have respected that poet’s fancy for 
the dissyllabic ending But it is also quite clear from his 
own description of it, in the exemplifying epistle to the 
Wordsworths, as 

a hop, and a trot, and a gallop, 

that it was not a pure dactylic-spondaic measure that was 
in his ears, but an anapiestic one with substitution This 
does “ hop ” and “ trot ” and “ gallop ” at pleasure the 
dactylic hexameter never "hops,” and does not exactly 
gallop , it chiefly trots and canters But Coleridge, I am 
sure, was never wholly serious in this matter He, like 
everybody else, was sick of the stock couplet , he liked 
German , he liked the classics — that was about the whole 
of it He never used the form on any large scale , and he 
never defended or even discussed it at any great length 

On the other hand, Southey, when, much later, he took 
up the measure for serious use, treated the objections to 
his attempt quite frankly He has, I think, unknowingly 
glanced at — though his expression is quite wrong — the 
truth about the general failure, while he has, perhaps also 
unknowingly, settled the hash of quantitative hexametrism, 
in the sentence, “ If it is difficult to reconcile the public 
to a new tune in verse, it is plainly impossible to reconcile 
them to a new pronunciation” With the self-styled 
quantitative hexameter you must either have a new 
pronunciation, or a mere ruinous and arrhythmic heap ot 
words 

With the accentual it is at least not so, but Southey 
himself saw that it is exposed to other dangers, though 
his formulation of them is, or seems to me, a mistake 
It is not so much a new tune as a new mode that it intro- 
duces , and to some of us that new mode is unconquer- 
ably inharmonious, unless differentiated in the way I 
have pointed out He says that he has “ substituted the 
trochee for the spondee, a necessary alteration, because 
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the whole vocabulary of the language does not afford a 
native spondee.” I have already pointed out that this is 
a mistake But the fact is that it would matter nothing 
if it were not You do not necessarily — if you are wise 
you do not usually — make single foot of single word . 1 
So again, when he says that he has “ taken the licence 
of not beginning every line with a long syllable ” As a 
matter of fact he has not taken this, and he could not 
take it without destroying the measure He revives the 
curious old bugbear of the redundance of monosyllables, 
and the paucity of polysyllables in English That this 
is, to say the least, exaggerated, I am sure The persist- 
ence of the exaggeration may be thought to give some 
support to it But the language that gave us, some 
three hundred years ago — 

The multitudinous seas incarnadine, 
and some thirty years ago — 

How passionately and irretrievably, 

can surely defend itself against the charge. 

I believe that Southey, in his observations about the 
trochee, has stumbled upon — though he has also stumbled 
over, and gone on without perceiving it — the truth of the 
whole matter as far as it will go in our direction We 
have dactyls as such in English — plenty of them isolated, 
and innumerable numbers of them ready to be combined. 
But by themselves, or with most other feet, they, in 
English, “ won’t do ” , and they insist on changing them- 
selves into fresh combinations of anapaistic character. 
There is one exception as far as feet go, and that is the 
trochee You can make combinations of dactyl and 
trochee m English — one of the best known, and much the 
best, being the very pretty use of the two in Kingsley’s 
“ Longbeard’s Saga,” which is as graceful as possible, 
though very slightly exotic The dactyl also, used 
sparingly, takes the place for substitution, in regular 

1 Even Guest never denied that two accented (i e “long”) syllables 
might come together at the end of one word and the beginning of anoLher, 
though his system required a pause between them 
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trochaic measures, of the anapaest in iambic But dactyl 
and spondee will not combine in English gracefully • you 
have only to compare the symbols tumtity tumtum and 
tumtity tumti to see, or rather hear, the difference 

Yet you cannot substitute trochee for spondee , and yet 
keep the hexameter effect Southey may talk about 
trochees as much as he likes, but any one who will read 
any example taken from him will find that they have to 
be spondaised to get into the verse at all Take his very 
first line in the Vision 

'Twas at that sober hour when the light of day is receding 

Novv if you take them in themselves — a practice responsible 
for many errors in prosody — “sober” and “light of” are 
unexceptionable trochees enough. But if you endeavour 
to value them as such m the line, with the resultant 
consecutive swing, you will find that you have got three 
almost unconnected syzygies 1 which make rocking-horse 
curtseys and mocking mouths at each other, while they 
ruin the run of the verse as a hexameter proper You 
must " bear up ” the trochee into a spondee before you 
get the effect at all , though 1 do not say that even then 
you get it very well For then you encounter another 
difficulty You will not rid yourself of the separate effect 
unless you can fix a strong purchase on the caesura- 
syllables An English hexameter, to be good even of its 
bad kind, wants, unless it gives up the unequal conflict 
and becomes frankly anaprestic, to run in something 
like halves, to combine the old middle crease with the 
continuous arrangement of the classical verse, which 
naturally cannot always be done In default you get 
slippery, slovenly things that tickle the vulgar ear with a 
sort of caressing novelty , or jolting gangs of accent that 
seem to be running a sort of donkey-race of cacophony. 
You can only escape by the anapaestic door Coleridge, 
to return to him for a minute, in his own early experi- 
ments knew, and could not but know, that his own verses 
were “ false metre ” , in fact he affirmed it with his usual 

1 'Twas at that sober || hour when the light of [| day is receding 
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coolness in one place, and might have done so much 
oftener When he is good he is anapaestic 1 

Southey’s own practice has the adequacy, within limits, 7 he Vision 
which is the characteristic of all his poetical work, and ]ud S mcnt 
which here generally removes the metre, despite its 
inherent defects, from the worst possibilities of those 
defects The third line of the Vision — 

Fade like the hopes of youth, till the beauty of earth is departed, 

is about as good average quality of this form as you will 
find, and it has the proper run On the other hand — 

Lighten their heads in the silent sky from far Glaramara 

has a double fault, splitting itself up as above described, 
and (with or without compensation in “ fai ” according to 
taste) shortening the first syllable of the beautiful mountain 
name But he seldom or never falls into the rickets 
and the slip-slop which are the great curses of the style , 
and his use of pause in the verse, and stop or non-stop 
at the end, of epanaphora and such-like devices to make 
a veise-period, and of other things, is quite craftsmanlike 
Sometimes, indeed, he takes undue licences I cannot on 
any terms away with “ conkror ” for “ conqueror ” in the 
last foot But such things are rare , and if any impartial 
judge of verse, who has hitherto been prevented from 
reading the poem by Byron’s ridicule, dismisses that 
prejudice, he will find it quite worth reading, though, if he 
goes so far with me, he will probably go farther and wish 
that it had been in any other metre 

Naturally, and quite independently of personal and Between 
political rancour, the thing attracted much criticism We Longfenow d 
have already noticed (because they deal more with the 
general than with the special side of the question) that of 
Tillbrook (which was nearly the earliest, the most well- 
informed, and the least one-sided), and that of the 

1 I need only call interim attention to the importance, in this special con- 
nection, of the fallacious opinion that whether you scan by dactyl or anaprst, 
by iamb or trochee, it is “ all the same ” There is no end to the mischief 
which this delusion, natural as it is on the accentual system, has done We 
shall deal with it faithfully later 
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Edinburgh Review , with its Pharaonic hardening of heart 
I do not know whether Frere ( v - sup p 166) was the 
first to imagine that you can have an extra syllable at 
the beginning of an English hexameter, a notion quite 
destructive of any lingering resemblance to the ancient 
metre, but possibly connected with the true view of it as 
English verse 1 This notion was exaggerated by the 
also previously- mentioned Blundell But the matter, 
though evidently occupying not a few minds, still re- 
mained mostly in abqyance till the forties In 1841 
Longfellow published his hexamclrical translation ot 
Tegn&r’s Children of the Lords Supper , following it up 
six years later with Evangeline , the poem which gave 
it its first hold on the general, and twelve years later 
still with Miles Standish But between his first and his 
main experiment attention, both in practice and dis- 
cussion, grew quite lively in England Two translations 
of the Iliad appeared, with reviews of them by dis- 
tinguished hands , while a year after Evangeline there 
cainc out the other most popular attempt in the kind, 
Clough’s Bot/ne of 7 ober-na- Vuoluh (its earlier title does 
not matter prosod ically). 

Think what we may of Evangeline (for we had better 
confine ourselves to the central example 2 ) there is one 
thing to be said about it which cannot be said of any but 
a few books — that after some fifty years of attempts of 
one kind or another, after three hundred since the first 
attempts were made, it achieved distinct popular success 
for a particular and peculiar scheme of metrical arrange- 
ment One may hold popular taste cheap enough — it 
could hardly be dropped low enough for me, if it were put 
up for sale at Dutch auction But to “ get your constitu- 
tion to march " has long been recognised by the wise as 
something Longfellow did get his constitution to march 
in the opinion of a great many people , it has marched 

1 Compare Coleridge's dodecasyllabic hendecasyllable just noticed 

® As one might expect, The Children has a little more of novice work 
(elided “ Th’ ” at the beginning, etc ), and Miles is a little more confident and 
practised But perhaps the very expectation deceives, and there is really 
Utile difference 
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in that opinion for more than sixty years , and, valeat 
quantum, the feat must be allowed for 

Having allowed for it, without tongue in cheek, let us 
see what the achievement is worth, from a point of view 
which is not popular, or from several points of view that 
are not There are some technical criticisms of it, possible 
and valid in a certain sense, on which I should not myself 
be inclined to lay very much stress The old bugbear of 
the scarcity of spondees is certainly not to be simply 
waved away I have admitted “commonness” in English 
to the greatest possible extent But it can scarcely be 
denied that in such a line as 

That the dying heard it and started up from their pillows, 

“That the” can hardly be forced into anything but a trochee, 
and “ dying ” and “ started ” are naturally and in their places 
nothing else Accentual system , ictus system , inherent- 
long-vowel-quantity system , any others you like to call 
upon , — they can hardly, even by clubbing their forces and 
eking out the thing by a jot here and a tittle there, get 
long syllables out of “ the ” and “ -mg ” and “ -cd ” in these 
places The consequence is that the line fails to satisfy 
even the most tolerant and unpcdantic requirements of 
a classical hcxamctci Almost the only lines which will 
pass this muster are wholly or mainly dactylic ones, like 1 

yj Crown us with asphodel flowers that are wet with the dews of 
nepenthe, 

and it is needless to say that a great preponderance of 
these differentiates the thing at once from either Gieek 
or (still more) Latin verse, where the spondee has to play 
its part to get the full character of the measure 

But, it may be said, these are not Greek or Latin 
verses, they arc English Well and good the objection 
could not be brought to a court more willing to receive 
it Arc they good English verses ? No, they are not, 
save with anapaestic “ upsetting,” which will not always 

1 Objection to the quantity of “ nepenthe ” I think pedantic, the difference 
of long and short c in English being less Lhan that attached to any other 
vowel And note that this line itself craves the anapaest 



406 


THE LATER NINETEENTH CENTURY book xi 


suffice To begin with, the preponderant dactyl has been 
admitted, by the very defenders of classical verse itself, to 
be rarely, if ever, good in our language This objection 
may be partly met by adopting anapaestic scansion, which, 
as we shall see, makes glorious verse of true English 
quality in Kingsley’s Andromeda But even with this 
(which, let it be remembered, “ gives the metre away ” on 
its own showing) there is a weakness in Longfellow’s 
fingciing which does not suit the ring of the anapaest — 
a much more nervous, more vigorous, and stouter foot 
than its counterpart, and one which wants its long 
syllables not only long but strong On the othei hand, 
this scansion makes utter havoc of the trochaicised lines 
Try it on the above-cited 

That the dying heard it and started up from their pillows 
The effect is simply disastrous The anacrusis thrusts itself 

forward as part of a substantive foot — “ That the dy- ” — 
and the whole scansion is dislocated Whichever flag, 
therefore, it hoists, it must be condemned 

It is thus, except in some chance shots, where the 
poet gets the better of his medium, an ill thing and an 
ugly, considered from any technical or artistic point of 
view, while it has {Miles Standish brings out this fault 
even more than Evangeline') a peculiar rickety slipshod- 
ness which is sometimes very trying At the same time, 
its popularity is not to be merely put aside with the 
cheap paradox that the bad is generally the popular It 
is not, I think, deniable that, like some other things bad, 
ugly, and slovenly in themselves (such as an old shoe), 
it has its uses and conveniences More people, among 
readers in Longfellow’s day, than at present had a certain, 
but not a scholarly, familiarity with the measure, and liked 
it in a confused way as connecting itself with their youth 
Its maiked singsong is a quality which undoubtedly 
appeals more to untrained ears than the complicated 
harmony of the most beautiful lyric stanzas, or the 
subtle and elusive music of blank verse But there is 
something more Most of its qualities, and not a few 


chap hi THE LA TER ENGLISH HEXAMETER 


407 


’ " 

of its defects, make it positively a better medium for 
narrative than more genuine and graceful forms of English 
verse Its great content is one of its merits for this 
purpose There is no doubt that the ordinal y line acts 
as a restraint in narration, unless you can get it into 
the slipping slide of the Gower - Keats - Morris octo- 
syllable, or of the seventeenth - century- Keats enjambed 
heroic, where the line-ends ring but do not cause any 
break In one sense, no doubt, there is a consideiable 
break at the end of each hexameter line , but, from the 
abnormality of the rhythm in English, it is not a poetically 
felt break, and is much more like the usual intervals for 
breath in prose reading In fact English prose has by 
no means, from Chaucer’s Boethius 1 downwards through 
the numerous passages in the English Bible, shown any 
objection to “dropping into hexameter” Yet again, if 
you try (I have tried in many places) you will find not 
the slightest difficulty in reading line after line, and even 
batch after batch, as prose. Who that did not know it 
would necessarily take 

Ah 1 on her spirit within a deeper shadow had fallen 

for vers e?^ He would not, without context and verse 
arrangement, naturally lead “fallen”, and with “ fall’n " 
the whole clause is good and pure prose I suspect that 
in the same way — 

There stood the wheaten loaf and honey fragrant with wild flowers , 
there stood the tankard of ale and cheese flesh brought from 
the dairy , and at head of board the great arm-chair of the 
farmer, 

would either escape notice altogether, or be detected only 
by the repetition of “ there stood ” and the form “ of the 
farmer ” instead of “ the farmer’s,” both of which might 
be prose I would undertake to read it as it is with- 
out any straining, so as to give no impression of verse 
whatever — the correspondences are so easily masked, 
and the verse-bases so easily grouped into prose clauses 
Now with real, even blank-verse this is almost impossible 

1 V iup 1 p 8 
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The observations which I have made on Longfellow’s 
hexameters apply, as it seems to me, in increasing measure 
to those of Clough, both the specially called “accentual” 
ones and the others Some remarks which I have already 
given on the writer 1 may be appealed to, to show that 
I am not of those who think him “a bad poet”, and 
though I freely confess that the sentiments of the Bothte 
bore me, and that its narrative leaves me quite uninterested, 
I think the whole tenor of this History will justify me from 
the charge of being unduly influenced by the subject in 
my judgment of the form For mere picturesque effect 
that form is of course sometimes happy enough, especially 
in the spondaic (or rather trochaic 2 ) endings It is good 
school fun, of course (and good school fun is a very good 
thing), to make 

The Laws of 

Architectural Beauty in Application to Women 

into the end of one hexameter and the whole of another 
Not the slightest violence is done to the actual prose 
title, but then it is to be feared it is because the verse 
itself is actually prose. 

’Twas not in nature, the piper averred, there should not be kissing 

(which, if I remember rightly, Mr Lang once still further 
improved by quoting from memory — 

It was not in nature that there should not be kissing) — 

is capital fun again, because, especially in the last form, 
we contrast it with the elegance of Virgil and the 
magnificence of Lucretius But it is really all prose — 
crumpled up as you crumple up a face, real or india- 
rubber, in fun, by taking it between your two hands and 
squeezing it Only a few inversions and tricks, mein 
gratia, save the famous passage of the cascade-pool fiom 
being prose — quite beautiful prose of the modern 
descriptive type, but prose 

His elegiacs arc (as they nearly always are) worse, 

1 V sup p 264 

2 Sputhcy had introduced these veiy sparingly , Longfellow often ; Clough 
lavished them 
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and when he gets between quantity and accent, and tries 
to do a sort of act on two horses, specially so What 
English ear that is unafflicted with disease wants such a 
line as 

Orbs in a dark umbr ayge, luminous and ready-aunt , 
or _ _ 

They of A-mor musing rest in a leafy ca-vern ? 

Torture — at least judicial torture of the old kind — is 
unfashionable in modern days, though paradoxers have 
defended it as a means to an end But why strappado 
your mother-tongue in order to made hideous and ludicrous 
things of this kind? Theie is no such outrage perhaps, 
and there is a certain quaintness and cleverness, in making 
Horace masquerade thus — 

He who with pure dew laveth of Castaly 
His flowing locks, who holdeth of Lycia 
The oak forest and wood that bore him, 

Delos’ and Patara's own Apollo , 

though it may be observed that, in English, it will be 
“ Delosw,” and so spoil the metre But putting this 
aside, what is the good of it? It is not pretty “Of 
Castaly ” is in a violently wrong place , and you have, 
aftei all, to shove in tags, stopgaps, chevilles, like “ own ” 
Again — 

Mr Claude, you know, is behaving a great deal better 

It would be not bad fun to write that once in a letter 
but as you can do it as fast as you write mere prose stuff 
— really the purest prose — why should you do it at all ? 

He tried various experiments in “ classical ’’ verse, 
including Alcaics, and The Letters of Parefndemus 1 (1853) 
discuss the subject with a tendency towards quantitative 
scansion But, like nearly everybody else (in a page or 
two I hope to make good this apparently arrogant phrase), 
he seems to me never to have cleared up his mind on the 
subject I do not know a better test word- in the case 
than “ odoriferous,” which, as Mr Omond has noted, 

1 The apparently pedantic title merely expresses the fact that he was 
writing as a “passing stranger ” in America for an American magazine 
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Clough at one time scanned odoriferous, and at another 

odoriferous If you are to have English classical metres 
at all, there is no doubt that the latter is the only possible 
scansion , but the word is one which I think a good 
English poet would avoid in any metre If I were such, 
or if I were a poet at all, I should avoid it tanquam 
scopulum, because with ordinary pronunciation you cannot 
got way enough on the “ -rif-,” and with classicised you 
cannot get enough on the “-ous" I tolerate Clough be- 
cause he is a Helot, and I love Helots More liquor to 
them 1 in order that they may be (to put nots into the 
Article descriptive of the Apocrypha) “examples of bad 
life and instructions of manners to be avoided" 

This Helotry was rife in the decades preceding and 
following the middle of the century, and Mr Omond’s 
books will supply anybody who cares to rummage the 
subject with full references In various ways Lancelot 
Shadwcll, whose work has been glanced at , John Oxenford, 
dramatic critic ; James Spedding, 1 good man, and friend 
of better , Professor Robinson Ellis, still one of the 
greatest of our classical scholars , Whewell, chief of those 
who seem to know , Lockhart, never to be mentioned by 
me without honour , F W Newman, instance of a genius 
foiled and “ failed ” by crank cry, and instance also that if, 
as Miss Rossetti says, “There is no friend like a sister,” 
there surely is no enemy — at least to one’s fame — like a 
brother , Munro, to be put in the opposite scale to Mr 
Ellis, that we may hold the balance true — these are 
names always to be saluted, though with guns varying in 
number I shall take, however, for discussion in detail 
two preceptists, Cayley and Calverley, and two poets, 
Kingsley and Tennyson, as representative of this middle 
division 

Charles Bagot Cayley (i 82 3-1 883) (not to be confused 
with his elder brother, the famous mathematician, Arthur 

1 Spedding seems really to have been the father of the notion of quantity 
combating accent As this, though to some extent t iken up by Clough, has 
been largely developed by Mr Stone and Mr Bridges, I shall postpone dis 
cussion of him till I come to these 
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Cayley) must have been a remarkable person, and his 
relations with literature were, in a more exalted sense 
than Sam Weller’s with London, “ extensive and peculiar." 
He was one of those men of unquestioned literary power 
who prefer translation to original work , and he dealt in 
it with both Greek ( Homer (1877) and Asschylus (1867)) 
and Italian {Dante (185 1) and Petrarch (1879)) Who 
copes with great ones is not always great, but at any 
rate he attempts greatness And Cayley was not merely 
a practitioner In a paper, “Remarks and Experiments 
in English Hexameters,” which appeared in the Philo- 
logical Society's Transactions ( 1 861), and 111 the Ficfacc 
to his Alschylus } he dealt prcccptively with the mattei, 
seems to have based himself on Spedding to some extent, 
and endeavoured once more the hopeless task of giving 
“ rules ” 2 for quantity in English But his most important 
position in the subject is perhaps due to the opening 
distich in the short verse-introduction to his Homer — 

Dons, undergraduates, essayists, and public, I ask you, 

Are these “ hexameters ” true-timed, or Klopstockish uproar ? 

and especially to the first of them 

In fact this line, which has been not infrequently 
quoted, and which is a challenge in terms, seems to me as 
good a text or casus , as any other from Spedding to Stone, 
for beating up the quarters of the English Quantity- 
mongeis I have myself been blamed for using the woid 
“ Quantity ” without distinct reference to time , though 

1 1 cannot resist a quotation which shows this really brilliant writer’s 
ignorance of the subject which he was treating He talks of “ the alliterative 
doggerel to which our [and by our he means inclusively C/iaur<r's ] country- 
men had been accustomed fro?n the time of the Anglo-Saxon Kinqs ” Th it 
there are the barest traces of what “our countrymen ” were “accustomed to 
from Lhe time of the Anglo-Saxon Kings” to 1 200, and that these traces are 
distinctly metj ifiattd, Mr Cayley evidently did not know, lint, except in 
Layamon parLially, theie is no trace of iny “alliterative doggerel” nil a 
period probably posterior, and certainly not much anterior, to that of Chaucci’s 
bnth, he knew still less Now loo much stress may be laid on mere learning, 
but it might perhaps be better to know sornethtnq of the history of Lhe matter 
of which you are talking 

2 Vowel before vowel short , vowel before doubled consonant short , 
vowel befoie two consonants long, etc , as illustrated in the scanned line 
above 
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for my own part I never knew that quantus had temporal 
reference only, and I have given a strict definition of my 
own use These other learned persons appear to me to 
use the word with no English sense at all On what 
possible interpretation of the word “ long ” can you apply 
it to the second and fifth syllables of the English word 
“ undergraduate ” ? By a fortunate chance there is here 
unusually little confusion possible on the accentual score 
Fanatics of “ single accent ” and fanatics of “ non-contact ” 
in accent might raise side- battles , but, for my part, f 
should say that, by a correct speaker, “ undergrad- " would 
be accented pretty equally on all three syllables, though 
the sharper sound of the a in “ -grad-” might seem to carry 
a special pseudo-accent with it, and perhaps the bulky 
" stodgy ” sound of u in “ und- ” another So far, you see, 
I approach Cayley — at least to the (in my case quite 
immaterial) extent of not regarding 11 er ” as in this case 
necessarily and insalvably “ short ” But on what quanti- 
tative principle can you, in English, make it definitely 
‘'long”? Accent — prominent accent — is here hopelessly 

against you to pronounce “ undergraduate ” is to speak a 
language that is not English But you do not mind that 
— your principle is not to mind it? Very well Let us 
pass to another possible ground of quantity Can you 
make the actual vowel e long in this syllable? Can you 
pronounce the thing as “ un-afear-graduayte ” ? Clearly 
you cannot, and would never think of doing so, save to 
fight a prize There remains only the old exploded 
absurdity of “ quantity by position ” Now this has 
always been a capital instance of the supreme misfortune 
of writing about a subject without knowing its facts 
That “position” made a vowel, under certain circum- 
stances and with certain limitations, long in Latin, can be 
no more reason why it should make that vowel long in 
English than the existence of the words “ hang-hog ” in 
English can justify them as Latin for “ bacon” The wiser 
Elizabethans, by mother-wit, if not always by conclusive 
argument, saw this But the fact is — and Orm knew it, 
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though Cayley did not, and though the persons who spell 
“ traveller ” “ traveler ” do not — that doubled consonants 
have rather a tendency to shorten 1 vcrwe\-sounds (not 
syllables) in English, and single ones to lengthen them — 
unless the collocation is dislocated, and the two or more 
consonants are pronounced with distinct separation and 
yet with a throw-back to the antecedent vowel 2 This 
they are not here , “ -ergr- ” can find no buttress in the 
" -gr-,” and remains a thinnish sound, conspicuously shorter 
than “ -und- " and “ -grad- " 

But the case of “ -ate- ” is even worse than that of “ -erg-,” 
though pronouncing insistence on it does not make the 
word quite so ridiculous I do not propose or defend the 
vulgar “ undergraduz/ ” as =“ Jesuit” I think a correct 
pronouncer will always keep the a But he will keep it in 
a state of nuance , will subject it to kenosis of its length — 
in short, will bring it near to “ et ,” with a shade of value 
for the final e This deprives it of all possibility of any 
but fictitious length in English , and there is no reason 
and no excuse for conferring any upon it, except the 
absurd one that in another language, another word, of 
different termination and proportion, from which it 
happens to be derived, has the a long 1 

The whole of this History will, I hope, justify me from 
the charge of being either ignorant of classical piosody, 
or disdainful of it, or unwilling to use its help, its example, 
its terminology, so far as is safe in English I doubt 
very much whether, except by some special and divine 
aid of personal genius, any man ever mastered English 
prosody, on the theoretical side, who had not long marked 
time, and learnt drill, and practised gymnastics, in Greek 
and Latin But to transfer, not merely schematic and 
abstract terms and forms, which, like those of logic and 

1 The 11 quantiUvist ” tendency to confine this to a double of the same 
consonant, and enfoice it there, has no ground of fact or reason whatever 

“ Banner,” “ follow,” and a hundred others are as long as you like, and cannot 
be shortened pioperly 

2 Here I shall come under my friend Mr Omond’s excommunication, but 
I hope he will omit the candle, or at any rate not use it to light the fire round 
a subsequent stake 
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mathematics, are applicable to any matter, but principles 
affecting matter itself, from one language to another, in 
the way proposed by the class of scholars with whom I 
am dealing, seems to me to be frankly monstrous, and 
so to be in a certain sense justified of the monstrosi- 
ties it produces Regarded from no point of view can 
such a verse as 

Dons, undergraduates, essayists, and public, I ask you, 

or any other of its preposterous kind, be regarded as 
genuine English verse And they can only be got into 
Anglo-Greek or Anglo- Latin versification by what 
Petronius might call, in a new sense, a “ fabulous torment ” 
— a fantastic strappado of fictions, which give a mock 
appearance of classical metre to a congeries of essentially 
non-classical sounds Renaissance “ versing” had various 
excuses — the fresh reverence for the classics, the store of 
precedent English verse — positively not rich and thought 
poorer than it was — the generous fancy for experiment, and 
other things The new attempts of the latest eighteenth 
century had some excuses of the same kind The 
general ignorance of prosody prevented people from 
discovering that the so-called “ accentual ” hexameter — 
that is to say, the only hexameter possible in English 
verse-substance — is, when it is good verse, not a classical 
hexameter at all, but a five-anapaest line with anacrusis 
and hypcrcatalexis But this 11 quantitative ” hexameter 
has no excuse at all It is a deliberate liturgy of Anti- 
physis — an attempt to do something in alien material, 
and with improper implements Good - nature has 
suggested that perhaps some poet, at some lucky hour, 
will make poetry in this way I am afraid that this is a 
misuse of history and analogy — an instance of the fallacy 
that, because Columbus discovered America, somebody 
will some day square the circle I hope that, if this book 
has done anything, it has shown that the progress ol 
English prosody has been strictly normal and natural — 
that it has developed the germs provided by, on the lines 
originally indicated in, the blend of Teutonic-Romance 
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matter and form constituted in the early Middle Ages 
This would not be a natural progress , and it would not 
be a normal development Had it been so, it would indeed 
have been strange if Spenser and Sidney, if Southey and 
Coleridge, if all the nineteenth-century experimenters from 
Longfellow to Mr Bridges, had not, in one case at least, 
found the way Strangest of all would it be if such a 
metrical tregetour as Tennyson, in producing something 
which is technically almost faultless, had, as he actually 
has, produced at the same time something distinctly non- 
natural The circle is not the square, and never will 
be 1 It seems, therefore, rather idle to devote particular 
attention to all the various attempts to square it They 
can be traced to sources as various sheer ignorance of 
history, reinforcing lack of ear, in some cases , a respect- 
able reverence for antiquity, and yearning to reproduce “ the 
old familiar faces " of Homeric, Virgilian, Horatian versifi- 
cation in others , a more respectable desire to enrich the 
national treasury in others yet , an aspiration, most 
respectable of all, after experiment, after something not 
yet achieved, after the impossible But they arc all fore- 
doomed to failure, and they have all undergone then doom 
I have gone far from Cayley To round the matter 
back to him, it may be observed that, in his Aischylus 
Preface, he has so little ear as to couple Kingsley with 
Longfellow, and that in the text 2 he writes — 

Here is the Scythian pathless and forlorn desert 

Now if any one will read the last two words scanningly 
he will recognise that he has sometimes met the object, 
but a “ forlorn des[s]ert ” is not peculiarly Scythian, while 
“ a forlorn desert,” though a good metaphysical phrase, 
and a real cuticism of life, will not suit the context 

I am not sure that, from a slightly different point of Caiveriey 
view, the most important contribution to the quantity- 
accent dispute, in its special bearing on the question of 
classical metres in English, is not that of the ever-to-be 

1 For the theory of accentual and quantitative combat see note above on 
Spedding (p 410) and below (pp 425 429) 

2 11 Quantitative ” iambics , of course, and not scazons 
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regretted author of Fly-Leaves , in the paper (1868) on 
Metrical Translation , which is reprinted in his Remains, 
pi73 “CSC” was, in the first place, an admirable 
classical scholar , and he was, in the second, a master of 
English metre 1 I do not agree with his views , but I 
see how they arose He, like Spcddmg, Cayley, and 
others, takes the point that classical verse was not intended 
to be read as it scans But he htmself had been taught 
to read not scanmngly — that is to say, he had been 
accustomed to say to himself, anna vyrumque cayno and 
Mordet ackwd taciturnus arums. Now I do not believe — 
I have already in the course of this book confessed my 
inability to croire ce qu'on veut in reference to them — in 
modern fanciful pronunciations of Latin and (still more) 
Greek But at the same time I know no real authority in 
ancient metrists (with whom I am not unacquainted) for 
the opposition between scansion and reading , and I am 
nearly certain that Calverley and others have gone a-wool- 
gathermg over some imaginary theory of accentuation 
which calls fictitious cattle of sections home the wrong 
way over the sands Even if it were otherwise, and the 
passages cited from Cicero and others bore the meaning 
assigned to them as regards Latin, that could not affect 
English When Calverley declares that Tennysonian 
Alcaics, for instance, are not Horatian, I answer, “Certainly , 
for English is English, and Latin is Latin” And for 
that reason I am disinclined to English hexameters, 
elegiacs, Sapphics, Alcaics, and the whole tribe But my 
reason is not his reason , and I think his reason is the 
source of all the wzir-reasoning on the subject down to 
that of the late Mr Stone He objects to such lines as 
Fortia corpora fudit Hector, 

° r Sol ut in aere luce! alto 

I do not say that they are particularly good lines, but I 
think them badly fingered rather than badly metred And 
when he says that 

1 In fact his practice , which naturally disappointed Mr Stone, is almost 
Kingsley an in its anapassticism 
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Calm as a manner’s rest in ocean 

corresponds to them and is also not good, I reply, “ If it is 
not, which is extremely doubtful, it is because it is not a 
movement which suits English , not because it answers 
to a movement which is not Latin ” Good dactylic 
movements in English tip themselves up and become 
anapaestic But good dactylic movements in Latin do 
not do this , and Calverley’s Latin equivalents, if bad, 
arc bad merely because the feet correspond too much to 
the word-endings, and there is no proper caesura For 
me I pronounce, in Latin verse, virum like the “ Barum ” 
of Kingsley’s refrain , 1 and cano like “ canoe ” with “ o ” 
instead of “00” sound But I don’t know that the 
Romans did , and whether they did or not, it seems to me 
to have no bearing on English verse 

I have just, indeed more than once recently, mentioned Kmgsley and 
Charles Kingsley Only the remembrance of a certain jj„ Andrv- 
headlong character in him, accompanied by almost in - mcda 
separable weakness in argument and exposition, can 
abate the keenness of my regret that he never took up 
the subject of prosody seriously His practical gift in it, 
as is shown elsewhere, and will be shown again presently, 
was vciy noteworthy, and the remarks in his Letters 2 on 
Andromeda are of the most interesting kind They are 
too much ad hoc, and too minute, for detailed examination 
here , and they show that he had never regularly 
theorised his practice , but his notions are singularly 
sound He absolutely rejects the trochees — which refuse 
to be anything but trochees — of Evangeline , and while he 
will allow “stop” or “rest" to lengthen almost anything, 
he draws the line at sjllables absolutely short perse He 
knows all about “commonness,” that Isle of Refuge which 
most prosodists, by ignoring it, convert into a Rock of 
Ruin There is much matter for thought in the fact that, 
while enthusiastic for the Homeric hexameter, he is 
lukewarm about the Virgilian — a private opinion (for I 

1 V sup p 259 note With, of course, t instead of a 

2 Life and Letters, 1 340 sq , original edition In the abridgment, now 
more common, these are unfortunately omitted 
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refuse to call it a heresy), in which I am bound to say I 
rather agree with him There are remarkable points of 
contact between him and Poe on this subject , and if he 
is free from most of Poe’s ignorances, he is, on the other 
hand, not even attempting to deal with the matter 
systematically But I know no prosodist writing, in all 
the volumes which I have read on the subject, which 
gives me the idea of coming from the root of the matter 
more distinctly than the observations of these two poets — 
one of them among the most original, and both of them 
among the deftest, masters of practical veisification that 
even the nineteenth century saw 

As for his practice in Andromeda itself, if he did not 
solve the problem it was merely because it is insoluble , 
and he certainly cut the knot as no one had done before 
him, and as no one, I think, but Mr Swinburne has done 
since. Here, at last, you have beautiful and genuine- 
sounding English verse which does bear a colourable 
resemblance to at least the Homeric hexameter, which 
is not rickety, which is not slipshod, which does not 
lend itself to prose reading as most of the accentuahst 
hexameters do, and which certainly does not make a 
dochiniac with longs m the first, second, and fifth places 
of “ undergraduate,” and a molossus of “ internal,” and a 
rubbish - heap of the whole composition He budded, 
indeed, unlike the quantity-people, much better than he 
knew , and he did not at once get into the knack even of 
practical building His opening lines, though of the best 
of their land, have still something of 

Thwick-thwack thurlery bouncing 

But after a time the metre takes the bit in its teeth, and 
goes off at its own — at its real — pace Many lines, and 
not a few whole passages, you simply cannot scan wrong 
if you have any ear at all Who can spoil 

Falls | from the sky | like a star, | while the wind | rattles hoarse | 
in his /;»|ions 

into 
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Falls from the 

sky like a 

star while the 

wind rattles 

hoarse in his 

pinions ? 
or 

Rose | like a pil | lar of tall [ white cloud | toward sil|ver 01ym[pus, 
or, best of all, 

0|ver the mountain aloft ] ran a lush | and a*oll | and a roar|ing 
Down | ward the bree/e | came mahg|nant and leapt | with a howl | 
to the wa|ter, 

Roarjing m cran|ny and crag j till the pilljars and clefts J of the 
ba|salt 

Rang | like a god-|swcpt lyre ? 

The catch at the beginning is here so great, and it is so 
thoroughly reinforced with extra-strong and pause-inviting 
ictus at the foot-ends, that only those persons whose ear 
cannot distinguish iambic from trochaic rhythm, or ana- 
paestic from dactylic, can mistake it 

It is, I say, beautiful , it is genuinely English , but is its base maiiy 
it in any real sense an equivalent for the classical hexa- ain I >aistlc 
meter? I doubt it Very much It comes, of course, very 
close to, and in Kingsley’s case was probably suggested 
by, a certain kind of heavily dactylcd Hoincnc vanety 
such as the famous line 1 

cr ijii'j tjiv urau OuXiy trip v 7 . rep fiopov aX yi u il’ 

Greek is, like English, a language veiy much inclined to 
the anapaest , whereas it may be observed that at least 
some Latin anapaests play the reverse trick to that of 
which we arc talking, and are sometimes inclined to 
dactylise themselves 2 Yet even in Homer the anapaestic 
suggestion is little more than a suggestion, it is not in 
the least insistent or impel ative, and in lines with spondaic 

1 Od i 34 The dotted lines, as usual, indicate the alternative (here 
anapaestic) scansion 

2 Take, for instance, Prudeiitius, Calhemennon t x , with lines like 

Venient cito lempora cum jam, 

resembling a cut-off three-and-a-half-foot ending from a hexameter Even 
Seneca does not wholly guard against this by avoiding catalectic lines 
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admixture it tends to disappear altogether In Latin 
hexameters it hardly ever even suggests itself, and in 
most cases distinctly negatives the suggestion when it 
occurs Even those curious monosyllable-ended lines of 
Virgil , 1 on which some remarkable speculations have been 
based, do not present the slightest temptation to my ear 
(which is distinctly temptable that way) to hear anapaests 
in them Even when there is a faint suggestion of tend- 
ency at the beginning, as in the deliberately galloping 
line , 2 again universally known — 

Quadiupedante putrem somtu quant lingula campum, 

the dactylic rhythm establishes and vindicates itself before 
the line is finished 

I deny, thercfoie, that Kingsley’s line is really an 
accentual hexameter , I assert that when it is perfect it is 
not a dactylic hexameter at all , but I admit that it is an 
excellent line, well worthy of English poetry, and deserv- 
ing to produce — as I think it did at least help to produce 
— Mr Swinburne’s still better attempts in similar kind 
Tennyson’s “ classical ” practice, on the other hand, 
though of corn sc of very great interest, is not much more 
than a curiosity That it has been spoken of rather dis- 
respectfully by the quantity-people, though it defers to a 
certain extent to their views, is natural and unimportant 
But I have seen remarks on the Galhambics of “ Boadicea ” 
which seem to ignore the possibility of the suggestion 
that the nature of classical Galhambics is not entirely 
“ matter of breviary” Latin is no doubt better suited to 
the metre than English, yet, allowing for that difference, 
“the strong contagion of the ear" has enabled Tennyson 
to transfer Catullus wonderfully 3 I have glanced at the 

1 Such is “ Oceano nox,” “ Exiguus mus,” etc 

1 Aen mu 596 

3 Certainly far better than the late Mr Giant Allen, who, in his version 
and discussion of the Atjs [Tfie. Attts nf C Valenus Catullu 1 , London, 1892) 
seems to me to have gone hopelessly astray I have known the Atys ever 
since I took it up for Moderations in the year 1865, and I have searched it 
caiefully befuie wilting this, but I can find no cadence in the least like 
, Drive back to the lonely wilderness the wretch who lingers here 
For Mr Meredith's Galhambics v sup p 378 
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hendecasyllabics, of which much the same may be said, 
and I have said something of Calverley’s criticism 1 of the 
Alcaics In these especially, and in the half-dozen hexa- 
meters and pentameters, he has professedly, and I think on 
the whole successfully, gone on the principle of selecting 
words in which accent and real or fictitious quantity 
coincide, or at any rate do not collide And he avoids the 
“ suck ” of the anapaest Even so, you have to pronounce, 
in a quite unnatural way, “ eyLpenmennnnnnt’’ “ hexa- 
met crrrrr" And of course he saw this, and he knew 
that the whole thing was rubbish, and (stating the fact 2 ) 
naturally annoyed those who think it not rubbish a 

Matthew Arnold's Lectures on Translating Horner un- Arnold and 
doubtcdly had much to do with the interest taken in the olhers 
subject, and the practice in it, about this time , but I do 
not know that we need give much attention to them here 
It is a particularly ungrateful task to deal faithfully with 
Mr Arnold , and there is here no necessity for it, in- 
asmuch as qms laudavit his own examples ? and quis 
vituperavit much of what he says about other people’s ? 4 
Still less need we dwell on Mr Worsley (whose admirable 
Spcnscrians in translating the Odyssey cannot, however, 
lack a bare word of notice) or Lord Lindsay, WhewcII 


1 On the Gallmmbics also CSC was not quite happy He parodied 
them as 

Tinker, tailor, soldier, sailor, gentleman, apothecary 

This, as it stands, is unfair to Tennyson, while, if y ou prunouncc gentleman 
“ genclmn,’ it is quite Calullian 

" These lame hexamclcrs the strong-winged music of Homer? 

No, hut a most burlesque, barbarous experiment 

Ills lemaiks, given in the lift, annoy them still more 

J LeL noL any unwaiy person say, “ IIo 1 aie you the min who wan nits 
‘ ministers ’ in a eerlam line of Milton ? ” Certainly tilt ego sum liu L Llicie aie 
degrees in quantity, and the strength “under proof” which will do for the 
completion of an iamb, m a continuous line, is not what will do for Lhe half 
foot, destined to beai a full pause strain, of the penlhemimer, or even for 
the pivot syllable of a hexametneal caesura The very cuuous “ Kapiolani ” 
poem may in part be taken with the hexameters, for its longest lines form a 
sort of dactylic odometer I think I know why he wrote them , but the reason 
would be a liLtle out of this story 

4 IIis remarks on Sptdding’s sacufice of lhythm are good to this diy , but 
he does not seem to have had even i glimpse of the anapaestic safety valve m 
the other kind 
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tterum, and a veritable herd 1 of pseudo-hexametrists 
during the sixties None of them, I think I may say 
safely, came anywhere near Kingsley’s practice , and none 
of them discovered that theory which lay at the root of it, 
though it escaped Kingsley himself I suppose these 
poor people had screwed themselves up half consciously 
(as a writer in the Christian Remembrancer did deliber- 
ately) to the point of thinking English hexameters 
“natural” It is safe again to say that when the great 
Lord Derby denounced them as “ a pestilent heresy ” he 
was a good deal nearer the truth 

The late Mr Swinburne stood in a very curious 
relation to the classicalisers No one, not even in the 
sixteenth century, has left more various experiments in 
forms corresponding to those of Greek and Latin , few 
have ever written with better knowledge of the originals , 
and no one has ever produced better poetry in such 
forms His fortunately prolonged life , the general 
respect in which he was latterly held , and perhaps the 
knowledge of the fact that, though not wicked in any 
other way, he was one of those very wicked animals who 
defend themselves vigorously when attacked, may have 
helped to prevent any thorough examination of his 
position by the quantity-mongers But I should think 
it must trouble them even more than Tennyson’s 

That brief prcceptist utterance, which we quoted 2 
from the note to Studies in Song-, as to the intolerance 
of English for metres dactylically or spondaically based, 
at once gives us the key , and it is scarcely necessary to 
go beyond the First Poems and Ballads, though you may 
go, with advantage, fuither to the " Choriambics ” of the 
Second, and others down to “ Evening on the Broads ” 
especially, and elsewhere almost to the last That is to 
say, Mr Swinburne saw that if you write these things in 
English you must transpose them to an English key In 

1 Dart, Munay, Cochrane, landon, Simson, Grist, Herschell, and others 
whom I may have missed (See Mr Omond for the dreary list ) One really 
wants some of the poor (even poorest) but homely creature iambic, to wash 
out the taste of all this stummed outlandish wine 

a V rup p 352 
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the hendecasyliabics, as noted above, very little of such 
transposing has to be done 

In the month of the long decline of roses 

by itself strikes an English ear as hardly more exotic 
than a famous line of Poe’s , 1 and not at all more than 
Tennyson’s trochaics 2 in the “Vision of Sin” The 
Sapphics are more touchy , for the abundance and per- 
sistent recurrence of dactylic rhythm introduces difficulty, 
and you cannot, owing to the strong trochaic beginning, 
get anapaestic twist on the ball It is beautiful, but a 
professed experiment, a soteltie in the old culinary sense 8 
But when you turn back to “ Hesperia” a more com- 
plicated and yet a more strictly organic and living 
phenomenon meets you The first line is practically a 
Kingsleyan hexameter of the very best kind — 

Out | of the gol|den remote | wild west | wheie the sea ] without 
shore | is , 

while the second — 

Full of the sadness and sad if at all with the fulness of joy, 

is a pentameter of similar mould, with the centre gap 
cunningly filled in by the two short stitches “ if at,” 
capable, as you see below in 

Thee I beheld as bird borne in with the wind from the west, 

of being duly equivalenced with one long stitch, like 
“borne” But the second line is capable also of being 
scanned exactly as the first — anacrusis and five anaptests 
— but without the final redundance or hypcrcatalexis , 
and when, in your further explorations, you take other 
long lines you will find that the principle of equivalence 
is preserved throughout — that two initial shorts, as in 

1 Banners, yellow, glonous, golden 

Shift “ glorious” to the second foot and add another, and you actually 
have it 

2 Low voluptuous music winding trembled 

is the very thing 

3 Perhaps this is also true of the “ Chonambics ” — 

Love, what | ailed thee to leave | life that was made | lovely we thought | 
with love ? — 

though this is “ made lovely ” too 
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As a wind | blows in | from the au|tumn that blows | from the 
re|gion of sto|ries, 

defeat the hexametrical movement, and pull off the mask 
at the beginning, though it returns at the end You end, 
therefore, as with “ Abt Vogler,” by perceiving that the 
metre is really anapmstic throughout , but that the poet 
has availed himself of the dactyl-simulating tendency of 
the English anapa:3t, or the anapaest-becoming tendency 
of the English dactyl, to make a new and brilliant and 
genuine combination, with stable rhythm and swing 
And in “Evening on the Broads” he has earned this 
further still, providing in some cases regular anap.estic 
elegiacs 

Over the shadowless waters adrift as a pinnace in peril, 

Hangs as in heavy suspense charged with irresolute light 

As thus shown, these metres are strictly explicable as 
English verse , though I have seen it said of both, I 
think, that “ nobody could possibly make out ” their 
system 1 

At the same time I admit — nay, I fiankly and 
definitely and stoutly assert — that these arc not classical 
elegiacs , that they are English verse on an anapaestic 
base, formed by the suggestion, rather than on the strict 
analogy, of their classical originals I know that this 
is the case here , I believe that it will be the case always, 
and I am strengthened m that belief by the last phase of 
classical “versing” which has been seen, at the extieme 
end of the last century and during the present, after a con- 
siderable lull in attention to the matter This has been 
due mainly, if not wholly, to the ingenious audacity 
of one younger prosodist, and to the powerful, though I 
think mistaken, support of an elder poet I refer, I need 
hardly say, to the late Mr William Johnson Stone and 
the living Mr Robert Seymour Bridges 

1 Perhaps nobody could who was ignorant of classical, or insufficiently 
instructed in English, prosody , but ignoi antia juris is no excuse It should, 
however, be added that he allows himself also, in the “ Evening,” to fill the 
gap, 'and to complete the centre anapaest, instead of drawing on the pause 
This actually has Gieelc precedent, as in Stesichorus 
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In order to appreciate their position, we must go back Reversion to 
to some older men who were partially treated earlier, and s P Lddln E. etc 
especi&lly to one who was scarcely more than glanced at, 
but who, taking expression and influence together, is of 
very great importance To what extent James Spedding 1 
was original in his contention, that to make an English 
hexameter you must not only not rely on accent, but 
must fly in the face of it, even my painful study of the 
accent-and-quantity battle from Foster downwards does 
not enable me to define precisely , nor do I observe that 
Mr. Omond has been more fortunate The relation of 
his own few experiments to the original Elizabethan 
would-be-quantitative hexameter seems to me less than 
that of Clough’s and Cayley's, and, indeed, like that of those 
of his (in a way) disciples, Mr Stone and Mr Bridges, 
very small indeed Stanyhurst, Fraunce, Sidney, and the 
rest always tried to make their hexameters, with what- 
ever supposed deference to classical rules of quantity in 
particular words, hexametrical to an ordinary English ear 
in general rhythm So, in a way, bad as I think his, 
docs Cayley Clough, having emerged from a complete 
debauch of the worst accentual looseness, screwed himself 
up more in his quantitative experiments , but even he, 

I think, retained some respect for what a hexameter, 
especially a Greek hexameter, sounds like to an English 
ear which has been taught to read it scanningly, though 
he did his best to get rid of that respect Mr Stone 
thought a line 2 of his a “ perfect pentameter ” — asked, 
indeed, quite touchingly if it is not ? The answer is that 
it is not a pentameter at all, but an awkward spondaic 
hexameter of the ordinary English Southcy-Longfellow 

1 Spalding’s piper reviewing Arnold’s Lecture*, and criticising another 
papei in which Munro had denied quantity in English altogether, first 
appeared in L'raset for June I 86 1 It was afterwards included, with addition, 
in his Reviews ami Discussions , 1879 A fair inkling of its line may be got 
from Arnold’s “Last Words,” subjoined to the Ltiluns later, but the essay 
itself should be read There is a crispness about it, as about the whole 
volume, which is rare in such work, though it is to some extent capable of 
being anticipated from the quaint addition to the tiLle, “(Not relating Lo 
Bacon) ” 

2 Now with mighty vessels loaded, a lordly river 
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type, and this not at all on “accentual” but on strict 
English quantitative principles “ With” we have granted 
as long apparently, though rather to my surprise , “ -y ” 
could be lengthened at a pinch , “ vessels ” is a certain 
trochee and a possible spondee, not by “ accent ” in the 
least, but in strict “ time ” , “ -ess-,” with the double hiss 
(I know perfectly well what I am saying), is “ as long as 
my arm ” , and “ -els ” is again granted, while in the pro- 
nunciation it has nearly as much accent as “vess-” To 
scan “ river ” “ river " is merely childish petulance, because 
it is pronounced the other way 

Spedding, however, went much further He started 
with the principle that accent in Greek and Latin, but 
especially in Latin, was more or less the same thing as 
in English Now this principle was denied by Munro, 
who, as far as the classical languages are concerned, was 
certainly a higher authority As far as my own very 
humble opinion goes— an opinion at any rate formed by 
fairly extensive reading — I do not believe that anybody 
knows with any exactness what cither Greek or Latin 
accent was I know, of course, that in late Byzantine 
days it must have become something like ours, or they 
could not have made it the basis of their new trimeters 
and hexameters But that the practice of twelfth-century 
mongrels, or mere barbarians, can give us any line to that 
of pure Greeks who wrote quite different verses a millennium 
and a half before, I believe as little as I believe that any 
teacher of philology or phonetics really knows how our 
Anglo-Saxon foicfathers pronounced 1 

But, I say, Speddmg started with this hypothesis of 
diffcicnt if not exactly “combative” accent, as compared 
with quantity, in Greek, Latin, and English, and specially 
in English and Latin Accent and “ length,” it seems, do 
not coincide in Virgil or in Homer As for Homer, the 
first glance at an open page will show how utterly wrong 
this is, unless the Alexandrians were wrong likewise , 

1 This is not a mere fling From Mr Stone’s observations in particular, 

I am suie that phonetic doctnnairism has ^ry much more to do with this 
particular matter than prosodic or poetic knowledge 
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while, as we have no accented Virgil , 1 he can no more 
prove than we can disprove But then he appaiently 
made, in his own mind, an enormous jump, from this 
perilous take-off “ Let us,” he at least seems to say, 
" make accented syllables different from our ' long ’ 
syllables in English and we shall get Virgilian hexa- 
meters ” And it is in this that he has been followed by 
the latest school It sounds rather Gilbcrtian, but this 
and nothing else (except justificatory rules, of which more 
presently) is their game 

But the badness of the fruit is not the only sign of 
the rottenness of the tree One of the commonplaces 
for fighting on the subject is the almost famous position 
that “ quantity " is a dactyl, while “ quiddity ” is a tribrach 
This Mr Speddmg laid down , and while Mr Arnold 
thought it a sort of counsel of perfection, due to almost 
impossible nicety of ear, and Munro saw no diffeicnce 
between them, the late Mr Stone “ would have thought 
that there did not live a man who, if the question weic 
fairly put to him, could fail to detect the diffeience” 
Well, I am that man , or rather, though I do see 
that “ quantity ” is a rather (not much) more dactyly 
dactyl than “ quiddity,” I deny that the latter is a 
tribrach at all And if anybody thinks to trap me by 
asking me to produce an English tribrach (the bricks and 
the sticks of the trap being not unconnected with Guest’s 
denial of the existence of such a foot, and the difficulty 
of producing an unaccented trisyllable), it will not give me 
much trouble to play Brer Rabbit on that occasion For 
the thing is a good instance of what is itself one of the 
most frequent and deadly traps in English prosody, the 
taking of single words as examples of quantity As a 
matter of fact, the general tendency of English is not to 
make its feet of single words, except for special effect ; 
and what we have to consider is not the prosodically 
fortuitous assemblage of syllables in a word , but the 

1 The practice of Plautus, appealed to for Latin accent, seems to me not 
much more salisfactoiy You would get into beautiful marc’s nests if you 
took, say, Swift anti Barham, 111 some of their altitudes, for English authorities 
on accent 



428 


THE LATER NINETEENTH CENTURY book vi 


genuinely commissioned assemblage of syllables m a foot 
Whether there is an English tribrach or not in one word 
I hardly care , that “ quiddity ” is not such a word, 
except by special licence, I know , that a tribrach can be 
easily made up of the last two syllables of “ quiddity ” 
and a short one at the beginning of another word, I know 
likewise And it is all I need to know Still one 
has, in this world, to attend e\en to unnecessary things , 
and the rules of quantity given by Spedding and others 
must, I suppose, be referred to But not much 

For— though I think I have shown already, and shall 
hope to show in the Appendix, that Munro went too far 
in denying quantity altogether — how, in fact, is it possible 
to draw up “ rules ” for quantity in such a language as 
ours ? Even if you content yourself — as I do, and as I 
am by no means sure that the ancients did not 1 — with 
defining verse-quantity as “that which fits for a place in 
verse," though you will have no difficulty in practice, you 
can never icduce to any rule a vocabulary which contains 
three such words as “ desert ” = “ wilderness ” (to take an 
example already brought in), “ desert ” = “ merit,” and 
“ dessert ” = “ unwholesome things got for visitors," as a 
child once said. Beginning at the other end, and con- 
structing rules a prion , I am told that “banners,” “follow,” 
“yellow,” are short, judging not by accent but by time in 
pronunciation and quantity of vowel 

Banners, yellow, glorious, golden, 

short 1 Why to any one with a poetical car and tongue 
“banners” and “yellow” here must be doubly oi trebly 
“longed” trochees, the fust syllable being the equivalent 

of that of the undoubted long-short “ glori ” and “ golden ” 
Again, how can “follow” be short in such a line as 

A bird to the right sang fol-low, 


1 This may seem impudently bold , but not, I think, to my one who weighs 
the undoubted facts of thur insistence upon degrees in quantity (which did 
not, for all that, affect verse place), and iheir whole handling of the questions 
of natural quantity and quantity by position 
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or in such a part of one as * 

Fol-low, follow, thou shalt win ? 

I am very well aware that this notion of prolongation 
is called a delusion by some worthy persons But time 
is time, and length of time is length of time With 
Pickwickian- fictitious uses of these words, je n'ai que 
faire 1 

After the battles of the sixties there was some rest ovci Mr w j 
the prosodic world, in this province at any rate, for a Stonc 
generation, till at last a youthful champion, already 
referred to, waked the lists again In writing of the late 
Mr W J Stone there are many things that condition the 
treatment if not the judgment His early death, the 
unanimously favourable opinion of his friends, the verve 
and independence of his prosodic work, and the very 
considerable influence which it has already exercised, all 
come in I am, however, bound to say that I cannot 
but regard him as one of the questers after a mare’s-nest 
Eldorado in our division, and as having w'ritten — not 
merely, as Mr Oinond has gently put it, with insufficient 
knowledge of his predecessors , 2 but (which is far worse) 
with insufficient knowledge of English poetry, English 
pronunciation, and other all-important matters That 
he follows, though with his own difference, Spedditig, 
Calverley, Clough, and the others 3 who not merely dis- 
approve of the accentual English hexameter, but wish to 
make a new kind — who not merely refuse to base the 
verse on “ accent,” but deliberately set “ accent,” and a 
good deal more than will bear that name, at defiance — 
is one thing that in support of this he advances or 
adopts all manner of demonstrably false or dubiously true 
propositions, not necessarily connected with it, is another 

1 I shill, of course, be fallen upon from both sides for this But I can 
neither recede from, nor compromise on it, ind I say flatly that a man who 
pronounces “batter” in the same time as that in which he pronounces 
“ atom ” pronounces wrong 

2 He calls Wcbbe a “very well-read nnn” — Wcbbe who thought 
Horace posterior to Ovid, and Homer to Tuidar 

3 He does not seem to have known Cayley 
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Thus he ’says 1 that " even Tennyson” (for he admits 
Tennyson's usual quantitative correctness) “ has ‘ my ’ 
and ‘ be ’ short ” Of course he has , because “ my ” and 
“be” are fiequently, though not invariably, short in 
correct English pronunciation, as are most monosyllables 
He adopts, without question, Guest’s absolutely arbitrary 
and certainly false principle, that two consecutive syllables 
cannot be accented While agreeing with those who 
think that accent cannot lengthen, he has a most tell-tale 
phrase about “ accented syllables degenerating into long,” 
which gives him almost entirely into the hands of his 
enemies, It is again tell-tale that he wants phonetic 
qx lling/ or, in other words, desires to pin English down 
to an arbitral ily selected standard of pionunciation But 
the most iatal thing of all is his eager adoption, and 
almost caricaturing, of Mr Symonds’s notions about the 
“ go-as-you-pleasencss ” of blank verse He thinks that 
the art of it — the art, remember, of Shakespeare, and of 
Milton, and of Tennyson— is “without limit and without 
foundation” A man who thinks that must either have 
no car for English verse at all, or no power of getting at 
its principles 

One is therefore less surprised than in some other cases 
to find Mr Stone’s actual hexameters impossible things 
— things, in fact, worse than impossible Such a line as 
Is my weary travel ended > much further is m store, 


is worth reams of discussion of the system Not only 
has this no dactylic-hexametrical effect in English, except 
to those who “see grass blue" prosodically, but it has 
the even more hopeless fault of being almost, or altogether, 
a real English metrical entity of another kind If you 
put “ No,” or something of that sort, before “ much ” — even 
if you make a strong but legitimate pause at the query 


1 u ”°f C,ass ' cal 1„ English. (Oxford, 1898) was onginally 

a pamphlet Mr Bridges reprinted it, without its specimens, at the close 
of a new edition of his Milan's P,osoi/y in 1901, Mr Stone having died 
lueTnwnile & 


- As I have hinted hefoie, I believe the phonetic Duessa (rightly so called 
inasmuch as no two phoneticians agree with each othei) had most to do with 
Mr btonfc 5 undoing 
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it will be an excellent trochaic tetrameter of the "*Locksley 
Hall ” type , and if you make two lines of it — 

Is my weary travel ended ? 

Much further is in store — 

the lack of the cheville will hardly be felt Now that 
what is meant for one metre should suggest another is 
one of the most certain signs of failure. I cannot there- 
fore but think that Mr Stone, in common with all the 
“ combative accent ” men, tried to do something not 
worth doing, and failed even to do that It is, moreover, 
extremely noteworthy that he, like the rest of them, 
never seems to have noticed that the English hexameter 
when it succeeds is anapaestic , and it is hugely “ for 
thought ” that, quoting Mr Swinburne’s verse, he suggests 
that one of its defects is that it is “so easy” It is ill 
“speaking sarcastic” of dead men, but one is really 
tempted to suggest that if Mr Stone found the writing of 
“Hesperia” aud “Evening on the Broads” so easy, he 
had much better have set to work and turned us out a 
hundred or so pieces of that kind The baser sort of 
Evangeline stuff is easy, no doubt , but that such fabric as 
that of “ Andromeda " or “ Hesperia” is not, the extreme 
rarity of it shows beyond all possible dispute Moreover, 
the mere prescription of cruces, as things to be aimed at 
by the poet, is again tell-tale in the highest degree The 
poet scales heights, but he is not an acrobat Once more, 
I fear that Mr Stone’s ear for true English verse must have 
been rather hard, and very particularly undiscrimmating 
I feel so strongly that the “ lordly river ” (ditrochaic, 
not choriambic) of history ought not to shallow itself out 
into the miseries of contemporary controversy, that I omit 
some further adversaria on Mr Stone But I think I am 
bound, for more reasons than one, to dwell a little, though 
a very little, on one remark of his which opens up that 
phonetic question at which I have glanced He refers, in 
his disapproval of Munro’s utter denial of English quantity 
(a disapproval which, as it happens in the particular 
instance, I share, though in no other) to “ the present 
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conditioif of phonetic science," pointing the reference, not 
merely to English but to Greek, by the words “ how the 

Greeks came by their scansion of Penelope,” a scansion 
which I should as little dream of questioning as the 

English scansion of Penelope Now, I would fain ask, in 
the utmost humility, what can “the present ” or, in the 
absence of not yet made discoveries or a special revela- 
tion, any futuie “ state of phonetic science ” tell us about 
Greek scansion, pronunciation, accentuation, or anything 
else ? I am not (let anybody make as much of it as he 
pleases) a “scientific cyar’cter ” From my point of view 
science is facultative and literature necessary But, at 
different tunes of my life, I have paid some attention to 
different sciences, and I have found most of them — all of 
them to which I should grant the name — obedient to the 
Science of Sciences, to Logic When, for instance, and to 
take a familiar one, geology or paleontology finds a bone 
and saj s, “Judging by analogy, and the neighbourhood 
and stiucture m which I find similar bones, I can give 
you a tolerably certain beast," I have no objection to 
accepting that animal in this bony light, with very little, 
'f any, qualification But unless some one should rise 
fiom the dead, where have we got our bone of a single 
sentence as Pericles 01 Sophocles, as Cicero or Virgil, 
pronounced it ? Phonetics may possibly tell us some- 
thing about a certain sound when heard , and it may tell 
Us, for aught I know infallibly, by what physical move- 
ments that sound is produced But how can it tell us 
what a sound tva * — a thing which only exists in hear- 
ing, which has not been heaid for two thousand five 
hundred jeais, less or moie, and of which not even 
any (notoriously treacherous) transliteration or trans- 
sonation exists ? 1 The quackery of all the Albumazais 

1 M y 0,(1 fnend riionjsius Thru, (v suf, i 167), whom Mr Stone quotes 
miy give us, in music il terms, the differences or pitch between “acute” and 
“ 1,1,1 lhis dnes not reil 'y hslp at all And we cm scarcely base 

valid literary theories on stieet cries as in the “ Cave ne eas ” and “ Cauneas ” 
instance Hut yet n would be possible to accept much, if not all, “reformed ” 
pronunciation of Greet and Latin, while maintaining every argument in this 
chapter against Fnglish hexameters ' 
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or Aristodemuses, who have deceived or amused market- 
places for the same period, can never have gone further 
than this 

With regard to Mr Bridges’ own actual experiments 1 in M r Bridges' 
quantitative hexameters, I think it unnecessary to indulge experiments 
in detailed criticism, or rather permissible to indulge m 
comparative silence I was forced, against my will, to 
enter into some controversy with him on the subject of 
Milton there docs not seem to me to be any such force 
here At the same time, it would be something of a 
rifiuto if I gave no opinion on the results That opinion 
may be perhaps best expiessed as follows I believe, 
speaking as a fool, that I have some ear and some fancy 
for verse Many years ago, in the time of the popularity 
of the French forms on the one hand, and of the Epic of 
Hades on the very much other, I scribbled a skit in 
triolet 2 * * 5 about that book But I did not find fault with 
Sir Lewis Morris’s versification, except that it was flat 
and mou , and I find my “passion for verse” greater than 
ever There is hardly any form of it, in any of the 
languages with which I have more or less acquaintance, 
and even m some which arc to me sound only, that I 
cannot understand, and, in differing degrees, relish 
Parthians, and Modes, and Elamites seem to me able to 
convey something of their celebration of the wonderful 
works of God in this kind the perfect Greek metres in all 
their native variety, and the peifect Latin metres in all 
their borrowed elegance, never fail to “ put the comcthci ” 
on me I can see the aboriginal raciness of the 
Saturnian, and can even make allowances for such 
singular hybrids as the accentual- quantitative hexameters 
of Commodian, and the accentual-quantitative trimeters 
of the Byzantines English rhythm, through all its 
mainly apparent dissimilarities, I can trace, and Fiench 


1 For these see The Least of Bacchus , Now in IVintry Delights (1903) , 
Ibant Obsturi (1909), etc 


2 I’ve a passion for verse, 

But not, not, Lewis Morns — 

Be it Zend, Gieek, or Erse, 
I’ve a passion for vcise 

YOL. Ill 


I’ve read Gower — so terse ’ 

I v<_ read William of Lorns — 
I ve a passion for verse. 

But not — not — Lewis Morris ' 
2 F 
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through the more real anomalies of Mediaeval and 
Renaissance and Neo-Classic and Romantic measure , 
and German in its wood-notes from Walthcr to Heine 
Slight as is my knowledge of Italian, I can perceive 
the unique harmony of Dante, and slighter as is my 
knowledge of Spanish, I can revel in the shorter murmur 
and the longer roll of the rhythm of that glorious tongue 
I do not know whether Charles Rcade invented, or not, 
the “ barbaric yawp ” of 

I slew him, j he fell by | the Wurra Gur|ra rivet, 

but I think it a capital lilt And 1 have derived, for many 
years, extreme delight from Mr. Bridges’ own exercises 
within the provinces of recognised English prosody, and 
from some even of his excursions into debatable lands 
But if these quantitative hexameters of his, or those of his 
friend Mr. Stone, or the others to which I have referred, 
are English verse at all — if they are even English 
rhythm at all — I am reduced to the admirable conclusion 
of the elders “ I am one Dutchman , and he is another , 
and there’s an end of it” 

I have, indeed, sometimes thought that the whole of 
this hexameter battle, including both study and practice, 
arises from, and illustrates, that extraordinary confusion 
of mind with which nearly all English writers have 
approached, and even still continue to approach, the 
subjects of Accent and Quantity in our language It 
does not seem, in most cases, to matter much whether the 
student is a classical scholar or whether he is not In 
both cases he seems, not merely to start with the idea 
that English prosody must be different (in which he is 
right), but to assign the differences a prion , instead of by 
experiment and observation, in which process it is ten to 
one that lie goes wrong I have chosen for special 
example Cayley (that we may stir only “ the equal waters 
of the dead ” which will not splash or splutter) and his 

Dons, undei graduates , 

but I might have taken scores of instances 

It is because one meets these impossibilities sometimes, 
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and not unfrequently, that hexameters are intolerable in 
English. I have conceded a very large licence in some 
monosyllables I am sure that “ and ” is susceptible, and 
properly susceptible, of the value “ ’nd ” as well as of the 
value “ ann-n-n-n-n^-d ” and of almost every value 
between , that “ the " may be everything from just above 
“ th’ ’’(the apostrophe being not a sign of elision, but of the 
minimum of actual vocalisation) to the value which “ thee ” 
has in the last line of “ Drink to me only with thine eyes ” , 
that every monosyllabic preposition can be “ a miss or 
a mile ” prosodically. But I think that the poet, not a 
burlesque poet, who lengthens the indefinite article, will 
find it snap in his fingers , and not for Venice, or Venus, 
would I consent to allow “ underrrgraduajyte ” 

As for its not being necessary so to pronounce it, I 
must be very bold again I do not believe that there 
are, in English , any “metrical fictions” Whether there 
were any in the classical languages is a question which 
I need not here discuss For our present purpose it 
matters not one scrap whether the Greeks actually ran 
words together and said raWo as we say “ tother ” , 
whether the Romans got rid in verse, as often as they 
could, of that final “ m ” which (as we do know for once ') 
some of them thought so ugly Our business is with 
English , and I repeat that, in English, there are practi- 
cally no metrical fictions, and that metre follows, though 
it may sometimes slightly force, pronunciation 

The only period that can possibly be quoted against 
me is the eliding or apostrophating period from the mid- 
sixteenth to the late eighteenth century And this, as it 
happens, is not against me at all 1 have — 1 hope I 
may say it without presumption — at least shown some 
cause for believing that Milton’s metrical fictions are 
themselves a fiction We have the positive testimony of 
Dryden — the greatest poet who certainly belonged to the 
eliding school — that you must not elide any but a non- 
pronounced syllable We have the suggestion of Shen- 
stone, at the beginning of the revolt, to restore the full 
pronunciation of “watery” We have, from Bysshe to 



436 


THE LATER NINETEENTH CENTURY book xi 


the Edinburgh Reviewer of Southey, cautions, almost as 
emphatic as Dryden's, against eliding what must be pro- 
nounced, These self-denying and self-tormenting genera 
tions impoverished their poetry on principle, seriously, 
and really They did not pionounce “watery” and scan 
" wat’ry," and I am sure they would not have pronounced 
“ undei graduate ” and scanned “ underrrgraduayte ” 

That it may be possible — since Tennyson and some 
others have done it — to establish an apparent concordat 
between accent and quantity, by selecting words which 
satisfy both systems, nobody can deny It may be as 
legitimate a poetic amusement as any other prosodic tour 
de fotce — as pantoums and empeneres a tuple couiounc , as 
poetical bellows and altars, as anagrams and lipograms 
and aciostics, as Sir Francis Kynaston’s Latin rhyme- 
royal (to which it is very close) or Dr King’s Greek- 
gibbensh macaiomcs 1 But even so, it is gymnastics, not 
consistent and sober walking In any other form it is 
either, to take the serious view, a “ pestilent heresy,” or, to 
take a less serious one, a rather idle loss ot time, or, in 
the third place, as in Kingsley’s and other really good 
examples, a very successful attempt to do something 
which the poet did not mean to do, or, as in Mr Swin- 
burne’s, a still more successful attempt to do something 
which he knows not to be a hexameter at all The thing 
(including Alcaics, Sapphics, and the rest) is against the 
genius of the language , it is superfluous if it were not , 
it is a mistake, in each and every respect, except that of 
its unintentional by-products or its deliberate evasions, 
For every language has a genius, weak or strong Ours 
has a strong one , and a strong genius is an entity that 
you cannot get over, a “ chiel that winna ding " 

1 KvfifierE fia^oie s, etc V Delcpierre's MacaronJana, p 326, or the 
original This was the elder King ( v sup 11 417) By the way, it is well 
worth anybody’s while to read Mr Housrnan, in the Classical Review for 
1899 ( v °l xlu P 3 i 7 )j on Mr Stone 

Notf to Spconp Edition — My friend Mr Omond in English Metnsts 
excepts this chapter from his general and generous recommendation, nith special 
exceptions, of course, of this book I can only say that I “ can no other ” 
Ttkling that it had considerable if not entne approval from the late Professor 
Hardie, whom Mr Omond respected as much as I do The Dark Tower 
11 quantity ” ( v sup in Preface) is responsible here as elsewhere for this quarrel 
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Plan — Mr Omond’s work — Sidney Walker — Masson — Patmore — 
Mr Wadham — Tom Hood the Younger — Dr Abbott — Professor 
Sylvester — Professor Earle- — Mr Henry Sweet — Mr Symonds 
— Mi A J Ellis — Conway — Mr Ruskin — Mr Edmund Gurney 
- — Mr Shadworth Hodgson — Professor Flccming Jenkin — 
Professor Mayor — The “ monopressure ” theory — Mr William 
Larminie — Mi J M Robertson — MM Van Dam and Stofifel 
— Other foicign students of English piosody Dr Schipper — 
M Verncr — Mr Hallard — Mr Bateson — Mr William Thomson 
— Mr C F Keary — Mi Hewlett — Remarks on “Fancy” 
prosodies 


In the present chapter I propose to notice the principal Plan— Mi 
English contributors to prosodic discussion during the°" 1 “ lUi 
latter part of the nineteenth century and even onwards, 
excluding those who have been specially mentioned in the 
“ Hexameter,” or last, chapter, as well as those American 
writers who will have their proper, if inadequate, place in 
the next Once more I must interject a reminder that 
what I have endeavoured to give here is a “ History of 
Prosody,” and only incidentally a “ History of Prosodzsfr ” , 
and once more make reference to Mr Omond’s work I 
shall not notice that work itself directly or substantively, 
though I shall make frequent glances at it , and I shall 
not make the idle attempt to attain apparent completeness 
by mentioning everybody whom he mentions. Not 
pterely from the thorough nature of his survey, but from 
the extremely convenient tables, chronological and biblio- 
graphical, which his books contain, they are indispensable 
to any one who takes the same side of the study, and 
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most useful to those who do not find themselves so much 
attracted to that side as to others Considering the 
extended interest which is now taken (whether always 
according to knowledge or not is neither here nor there) 
in prosodic inquiry, it is to be hoped that Mr Omond 
will continue to supplement his reports on the accruing 
literature, and still more his original studies 1 on the 
theoretical side of the subject But we must go back for 
some half century to resume our own review 
~ Earliest to be noticed — they belong, indeed, more to 
our last prosodic chapter, for their author died in 1846 
— come the interesting annotatiunculae , 1854, of Sidney 
Walkei on Shakespeare' s Versification These are well 
known, at first or second hand, to most students of 
Shakespeare himself, but they do not often touch on 
actual metrical points, and where they do, are, as might be 
expected from their date, a good deal coloured by “ dcca- 
syllabism ” Moreover, they are, even on partly metrical 
matters, more occupied with questions of spelling and 
pronunciation than with those of pure metre One 
matter of great importance is, however, to be set to 
Walker’s credit He is the first writer I know to be 
sound on a question on which I had made up my own 
mind long before I ever read him — that Shakespeare’s 
short lines (at least up to seven syllables — a rather 
irrational limitation due to the decasyllabism just men- 
tioned) are not careless fragments but intentional and 
regular fractions , 

Dallas’s Potties (see last chapter on Prosodists) natur- 
ally produced reviews, some of which dealt with prosody 
One was by the late Professor Masson, whom not only am 
I more specially bound (as the bidding prayer says) to 
mention with honour, but than whom few sounder proso- 
dists existed in his generation His review, and another 
article on “ Prose and Verse,” were republished in his Essays 
. on English Poets (1856), while, later, his edition 

1 If I have said less of his Study of Metre (1903) than of his (wo other 
bo_>ks, it is for much the same reason as that for which I have said little of 
Mr Budges' articles and pamphlets other than the Milton, though I am in 
far more general agreement with it 
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of Milton contained a very thorough and we*ll-argued 
survey of that poet's versification. Elsewhere Professor 
Masson’s prosodic remarks inclined, as his literary criticism 
was wont to do, rather to the side of general questions 
than to that of form , but the Milton study is thoroughly 
technical 

Another incidental fruit of Dallas’s book was an essay r-umorc 
which has had curious fata Coventry Patmore’s poetical 
position has been dealt with As I always thought better 
of him than most people did, I may be excused for not 
thinking quite so well of him as some do, and as, in refer- 
ence to this essay, 1 even Mr Omond does It is true 
that even Mr Omond’s praise is rather chequered. 

For myself, I recognise in Patmore a knowledge, almost 
unique for his time, of the actual history of his subject , 
freedom from many popular errors, a true sense of poetry, 
and a large number of acute and valuable aper^us But 1 
do not quite think him a “ consecutive thinker ” (at least, 
if his thoughts followed each other, they stopped far short 
of the procession of the subject) , he seems to me to have 
paid less attention than he should to the actual Coipus 
Poetarum, and his essay simply swarms with crotchety 
and temerarious deliverances He must have been an 
early, if not an original, defender of the thesis that “ the 
finest versification exhibits conflict between the law of the 
verse and the freedom of the language” How' sick I am 
of that word “conflict” in literary criticism 1 It seems to 
have become as necessary for a certain class of critics to 
ask “ Where is your conflict ? ” as it was for another once 
to ask “ Where is your brown tree ? ” Depend upon it, 
whenever “conflict” between language and line is observ- 
able, the poet has not learnt his business, the poetry is 
certainly not “ finest” That he also insisted on, if he did 
not invent, the “ isochronous interval,” is none of my 
objections to him. I believe in it myself, though, as I 


1 It has had vicissitudes in print, but is probably known to most who know 
it in the Poitical Works , vol n 217 267 (London 1886) I understand, 
howevei, that it has since been turned out of this and joined to Ins other prose 
work, which contains some exceedingly unequal poetical criticism 
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formerly 'pointed out, 1 I prefer to economise letters and 
to call it a “foot” But the unblessed word “accent” is 
admitted by his eulogists to be a stumbling-block to him, 
and, for myself, I should say that the position that 
“ metre is a series of isochronous intervals marked by 
accents " is as wrong as wrong can be Where, to ask only 
two of fifty questions, is the accent in a pause-foot or 
“ silence- foot " which he himself very rightly allows?* 
Where is it, for any metrical purpose, in a tribrach ? 
"That there may be some equivalent for it in these places 
is quite true, and is my own belief, but that is quite a 
different thing Then he multiplies and extends his 

pauses and pause -feet themselves in a manner quite 
bewildering, actually insisting on a full one at the end of 
every heroic line On the other hand, his remark that, to 
be certain of the base in a line, you must see its context, 
is absolutely sound, and has been endorsed again and 
again in these pages 3 On the whole, it is probable that 
the piece has had influence, but chiefly, I think, in stait- 
mg that “ fancy prosody ” of which I shall speak at the 
close of this chapter It is admittedly too “ elocutionary ” , 
it is in parts too musical , and such a thing, for instance, 
as the assignment of an end-pause equal to three syllables 
in the trochaics of the “Vision of Sin” appears to me, I 
contess, absolutely absurd in itself, and absolutely destruc- 
tive of the harmony of the passage 
Mr Widhrai For some years prosodist energy was mainly deflected 
to the “sand-ploughing” of the hexameter question , but 
1869 saw much work of general character The date of 
Mr Edward Wadham’s English V crsification, its sub-title, 3 
a certain appearance of thoroughness which the first 
turning-over of it may impart, make it a disappointing 
book to read through That it is in the main an ingenious 

1 Vol J 82 note 

2 Of coutse Lhe people who tell you that the pl.icc of the accent is “at the 
beginning of the pliable” may have no difficulty here But though I recog- 
nise a vacuum, I have a difficulty in accenting it 

3 A critic whose ability is highly spoken of by Ins friends, and not ill 
shown in his scanty work, Mr Armine Kent, seems to have denied this, 
but he was certainly wrong 

4 A Complete Pi actual Guide to the whole subject 
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and persevering attempt to make a new terminology of 
the subject, though this cannot be said to be very much 
in its favour, is not necessarily against it Iambic and 
trochaic measures are “ forward ” and “ backward ” Blank 
verse and heroics are “ march- metre ” , trochaics are 
“ tripping metre ” , anapaests “ quick-verse ” Ordinary 
stanzas are “ staves ” rhymed and unrhymcd , longer ones 
are “ lays ” Dactylic metre is “ invert ” , and “ crown,” 
“ mid-about,” “ main,” and the like await the inquirer's 
curiosity in new or specialised senses — 

As was said, there is, or may be, no great harm in all 
this though it seems “ lost labour ” in an almost supreme 
degree, and suggests the impolite ^Eschylean addition 
thereto But the reader will not read far without dis- 
covering that terminological innovation is by no means 
the sole or the most dubious characteristic of the treatise 
Mr Wadham attempts a little history, but only to show 
- — I apologise to him it he is alive, as is not improbable 
— that he really knows, or knew in 1869, nothing what- 
ever about the subject The statement that “ the literary 
change from alliteration to rhyme was mainly coeval with 
the Reformation , but had been preluded by Chaucer ,” 
establishes this fact once for all, and, except for the 
knowledge of the existence of alliteration, might have 
been written in the darkest darkness of the seventeenth or 
the eighteenth century on the matter Many doctrines of 
Mr Wadham's, moreover, though his eccentric terminology 
and some other obscurities of expression make misunder- 
standing possible, are regrettably Bysshian It is, he 
thinks, a barbarism to put the “ fixed caesura ” (which 
means the end-pause) between words closely connected in 
sense “ Elision ” is evidently his doctrine , but he dis- 
likes it , and lays down, as positively as Dryden him- 
self in kindred matter, though without his excuse, that 
a syllable should never be cut out unless the word is 
thoroughly pronounceable without it He has, ft would 
appear, no doubt about the “ general ill effect ” of tri- 
syllabic feet, though he allows redundance at the (real) 
caesura and perhaps (I am not sure) extra-metrical syllables 
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generally* He has no love for blank verse, and evidently 
despises “ quick ” (anaprestic) metre as much as Bysshe 
himself did In fact he is a sort of innovating survival — 
new Wadham is but old Bysshe writ m a different dialect. 
He, however, dislikes rhyme, and suggests assonance 
instead But foi one thing we may be rather grateful to 
him — that he may have led some people to be on their 
guard against the musical heretics, by his observation 
that music prefers the 11 backward,” (z e trochaic) mode, 
ai%Amust begin with an accented syllable, while verse in 
English prefers iambic or the “ forward ” Any way of 
keeping this contrast prominent must be salutary 

Another book originally issued in this year, Mr R 
F Brewer’s Manual of English Prosody (reissued in 1893 
as Orthometry ), has had the very rare if not unique honour, 
for a prosody-book, of being placed on the reference 
shelves of the British Museum In one way it does not 
ill deserve this, for it contains a great deal of positive 

information, plenty of examples, and a good supply of 

that tabular classification which is popularly supposed to 
have a peculiarly educational effect Perhaps, for persons 
who do not go beyond the reference shelves, it is as good 
as another, or better But it has some defects which seem 
to me rather serious That it unhesitatingly adopts the 
accent-basis is not one of these But I am driven to 

believe that Mr Brewer adopted this, not because of 

any vital belief in it on his own part, but simply because 
forty-nine people out of fifty say so In his own heart 
he seems to think prosody chiefly a matter of words and 
names, in which, once more, he may have the majority 
with him, but is most utterly and terribly wrong For 
instance, he treats, as such a matter, the question whether, 
when you meet a syllable more than usual in a line, you 
should account for it as part of a trisyllabic foot, or as 
extra-metrical Now, for the moment, we may suspend 
taking a side on this But what may not be suspended 
is that the difference is vital, not verbal The trisyllabists 
may be right, or the cxtra-metrists may be right , but 
whichever is, the other must be wholly and hideously wrong 
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The entire life of the line is affected its proportions, its 
constitution, its rhythm, all become totally different 
Failure to recognise this argues a conception of prosody 
which is little more than arithmetical, and has given up 
the slight redeeming features of the severer arithmetical 
systems And this attitude of the Deputy of Achaia is 
so frequent in Mr Brewer that one really rather wonders 
why he took the trouble to write a book on the subject 

Yet another 1869 verse-book — the Rules of Rhyme, Tom Hood 
by Tom Hood the Younger — is interesting, not merely^ST tIle YounKer 
the fact that it was written by the son of one of the deftest 
of our verse-smiths He was more of a scholar than his 
father, though less of a genius , and there is both scholar- 
ship and wit in his contention that, if English versification 
were taught at school, we should be spared much of the 
plague of minor poetry 1 From this point of view, if 
from no other, the “ Dictionary of Rhymes,” which fills 
nearly half his book, is not out of place, and the “ Intro- 
duction ” and “ Appendix,” of about sixty pages each, 
which complete it, contain not a little good sense and 
sound doctrine Naturally one differs on a good many 
points , and he is certainly wrong in forbidding “ fire ” as 
two syllables Sometimes he makes odder mistakes, as 
when, on Southey's observation that the Alexandrine is 
composed of two six-syllable lines, he observes, “ Of 
course by six syllables Southey means six feet” But his 
dicta are generally sound enough, and his taste good He 
owes something to his immediate predecessors, including 
even Mr. Wadham, and a good deal to poets, including 
Mr Swinburne He succeeds in conveying much positive 
information In fact, supplemented, corrected, and com- 
mented upon by a capable teacher, this would probably 
have made a better school -handbook of the subject than 
anything I have seen 

At any rate, I could have recommended it myself with Dr Abbott 
much more confidence than a book of more regular 

1 I do him the justice of taking him to mean, not that in more cases 
minor poetry would be written better, but that in fewer cases it would be 
written -at least published — at all 
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scholasticism, and of much greater vogue, which also 
appeared in this prolific year This was Dr Abbott’s 
Shakesperean Grammar, the teaching of which, not to 
mention its own later editions, reappeared in English Lessons 
for English People, by Abbott and Seeley (1871) Dr 
Abbott has the schoolmaster’s knack of unhesitating 
legislation, which in some, but not in all, who have been 
schoolmasters, a sense of humour tempers Probably no 
book is, or no two books are, more responsible for authori- 
f3Tf*e dissemination of doctrines that are sometimes de- 
monstrably wrong, and still more often very doubtful It 
is not the fact that two consecutive syllables in a word 
cannot be “metrically accented” It is not the fact that 
three consecutive “ accented ” syllables cannot be found 
together The rigid syllabism of these books necessitates 
an admission of extra-metncal syllables , whereas extra- 
metre, as has been said, is no metre No modem proso- 
dist is responsible for so many arbitrary rules, and for so 
many impossible scansions, as is Dr Abbott If these 
statements seem too peremptory, the excuse is, A Gascon, 
Gascon et demi If Dr Abbott had been content to 
suggest instead of to lay down , if — admitting trisyllabic 
feet — he had made more use of them , and if he had 
not permitted himself, while actually using a foot-system, 
to be dominated by the upstart “accent” — he might 
have made very valuable contributions to the subject 
And he has made contributions which, to the expert, 
are valuable, though they must have been doubtfully 
so to the inexpert As a detail, the suggestion of 
“ catch ” for the English anacrusis has the merit, ex- 
ceptional among prosodic innovations in terms, of being a 
real improvement It for once expresses, in English, what, 
in English, happens, better than the Greek word does 
The short title of Professor J J Sylvester’s tract on 
the Laws of Verse (originally published m 1870), and Its 
author’s deserved reputation as a mathematical philosopher 
of the first order, have attracted to it, not more attention 
than it deserves, but a kind of attention likely to result 
in disappointment The most interesting thing about it 
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is the author's agreement, from almost the most* opposite 
preparation and point of view conceivable, with Poe — an 
agreement which extends to the doctrine that accent 
creates quantity The tractate — with its terminological 
exactitude of anastomosis, syzygy, symptosis, and the 
like — may alarm some readers , but it is most amusingly 
written, and illustrated with many experiments of the 
author’s own in translation The main purpose is to 
recommend syzygy, not in its classical sense, but in that of 
“ apt juncture of syllables” 

I have, I think, both read and heard remarks of a some- Professor 
what disrespectful character on the late Piofessor Earle, t ' ark 
made by representatives of that type of scholarship which 
ensures atonement, m the way of similar disrespect to the 
makers, from other representatives of it, when a fresh phase 
has come m The mob before the mast will hardly be 
echoed by those who speak from the quarter-deck Mr 
Earle was a pioneer among Englishmen in the application 
of comparative study to the sources of English, and 
he may sometimes have made slips , while he had a 
certain enthusiasm which was perhaps likely to turn his 
slip-marks into pitfalls But the final section on Prosody 
in his Philology of the English Tongue 1 has a quality of 
its own which will outlast many of the above-mentioned 
phases I think he was not only rash but positively 
incorrect in such a clause as “ Since we have adopted the 
French principles of poetry" For these are exactly what 
we have never adopted wholly, and never at all except in 
a few rather short periods of mistake But he supplied 
the proper corrective in an excellent contrast of metre 
and rhythm , and I know hardly anything better, in this 
section, than his treatment of what we may call the 
concerted sound-value of English- — the system, and, as far 
as they can be given, the reasons, of our shiftings of accent 
and the like The whole thing is a sort of excursus or 
by-work to prosody proper , but it is very interesting 
and very valuable 

So also the references, by a member of a younger Mr Henry 

Sweet 

1 Oxford, 1871, and frequently reprinted 



446 


THE LA TER NINETEENTH CENTURY book xr 


school of philologists, to metrical matters in Mr Henry 
Sweet’s History of English Sounds (originally 1874, but 
remodelled later) and in his other works — not rare — are 
nowhere, I think, systematised into a general theory 
They start, naturally enough, from the phonetic side, but 
Mr Sweet, at least, so far as I remember, never falls into 
the ordinary phonetician’s pits, and is perfectly conscious 
that the poet “ lengthens and shortens ” sounds at his 
discretion, though he knows, of couise, that this dtscre- 
■tm'l has limits His familiarity with German writers is 
probably the main cause of his adopting the objectionable 
" four -stress ” classification, according to which, I suppose 
(though I hope not according to him), “ Very-little-bit- 
o{-\>rea.d-a.nd-no-ckeese ” is a “ one-stress ” line or section 
Mr Symunds The extreme of the horn or wing of the piosodist 
army, opposite to that occupied by the philologists, was 
represented, in the same year as that of the publication of 
the original foim of Mr Henry Sweet’s work, by an essay 
of Mi J A Symonds’s in the Fortnightly Review This, 
with subsequent additions, became his tractate on Blank 
Verse, published, in accordance with his directions, by his 
Iiteiary executoi, Mr Horatio Brown, in 1894-95 Its 
apparent prosodic anarchism has been, from one point 
of view not undeservedly, stigmatised by commentators 
so different in everything but competence as Professor 
Mayor and Mr Omond , and it has been summed up by 
others as prosodic “go-as-you-please” You certainly 
can pick many holes in it I think I may, after writing 
these volumes, say that the sentence “ Attend strictly 
to the sense and to the pauses, the lines will then be 
perfectly melodious , but if you attempt to scan these 
lines on any preconceived metrical scheme, you will 
violate the sense and vitiate the metre,” is, as he means 
it, 1 absurd He had previously said (p 45) that Webster’s 
To be executed again, who must despatch me ? 
is “ hard to make a five footed line out of” There is no 

1 If he had meant that you must not force a scheme on the verse, he 
would, of course, have simply been preaching my own doctrine But he 
meant that the verse will not lend itself to any scheme 
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more difficulty in doing so, on the system of fhis book 
than there is with 

Of man’s first disobedience and the fruit 

Yet, notwithstanding this, and a hundred other mistakes 
or self-contradictions, due partly to insufficient study of 
prosodic literature, and partly to impatience of certain 
notorious errors of earlier prosodists, the tractate is well 
worth reading, and supplies a most useful corrective to 
such hard and fast arbitrariness as survives even in»Di " 
Abbott Mr Symonds has the benefit of that great line — 

Amare liceat, si potin non licet, 

and if he has not possessed himself of the open secret of 
English prosody, he has shown that he loved the beauty 
of English verse 

The publication of Mr A J Ellis’s Early English Mr a 
Pronunciation, which has continually served as a sort EUl5 
of companion to Guest in a different part of the field, 
began in that same year (1869) which saw so many 
prosodic treatises , but it was not finished for many years 
later, and was supplemented by not a few subsidiary 
papcis, in the Philological Society’s Transactions, for 
various yeais in the seventies Those who like to inquire 
into “ pitch," “ force,” “ weight,” and other such things, 
and to make prosody a branch of acoustics (which no 
doubt it is, in a way, just as it is in another way a branch 
of mathematics), will find much to content them here 
This hungry sheep looks up and is not fed Mr Ellis 
made a scheme, in forty-five combinations, of syllabic 
value , I would as soon admit a scheme of forty-five 
varieties of beauty in woman And I am bound to say 
that I think one criticism of Mr Omond’s (who admires 
Ellis) shatters him “ Analysis of individual bricks does 
not give us the secret of the arch ” But the thrust, 
though fatal, does not carry its “ go-through-someness ” as 
far as it might Bricks are made in moulds of the same 
size, and are fairly like each other I doubt w-hether any 
two syllables in the myriad great verses of English poetry 
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have exaEtly the same " length,” “ weight,” “ pitch,” “ force,” 
or anything else of the kind 1 

Mr Gilbert Conway’s Treatise of Versification (1878) 
perhaps rather speaks itself by the declaration of its 
purpose to assist poets I have hinted, in my preface to 
the second volume of this History, what I think of such 
a purpose I should myself as soon think of teaching 
a rose to group and expand its leaves, or to distil and 
diffuse its odour, as of teaching a poet to write poetry His 
'.’nd, the elder poets, will transmit to him that secret, and 
God and nature wall teach him to use it But it is 
perhaps natural that a person who thinks it his duty to 
make this attempt should make it rather on a prion lines 
Mr Conway is an uncompromising accent-man, and has 
gone so far as to work out and enumerate the different 
possible positions of accent I think, too, that he has 
the musical heresy somewhere at the back of his brain 
But his book, which has a large number of really learned 
notes in small punt, occupies itself with nothing so much as 
with pi onunciation, and, like almost all writers who put this 
in the foreground of prosody, he makes some very queer 
statements about it For instance, he not only thinks 
that the proper pronunciation of “ voyage ” is mono- 
syllabic, but, while admitting that Shakespeare and Milton, 
and even Pope, give the full value, feels difficulty in 
believing that “ any Englishman would have talked of a 
voi-yage [jzr] as late as 1730” I can only say that one 
Englishman has never talked of anything else up to as 
late as 1910, and that he finds difficulty in believing that 
the pronunciation can fail out of the land so long as any 
of our good poets are read To speak plainly, “voy’ge” 

1 A few (hint;? of small importance may be gathered in a note, such as 
some references of Professor Blackie’s in his f/oiae Helhnuae, which are 
octasionally shrewd, but display the slap-dash, hit or-miss peculiarities of 
their author An^ article (glanced at above) in the Christian Remcmbtancer 
for l8b6, on Dari’s Iliad , is lively reading, but scarcely of much value The 
writer held that "by the very laws of our accentuation we cannot have a 
spondee, a fresh instance, on the one hand, of the arbitrary promulgation 
of such laws , on the other— even taking his own view — of the confusion of 
■werds with fi,t Indeed arbitrariness and confusion are the two plagues of 
prosody , and few writers escape both - hardly any, one or the other 
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is, at best, a conversational shpshodness or ' a very 
questionable licence — at worst, a sheer vulgarism. 

Many other curious evidences of courageous deduction 
from arbitrary premises are to be found in Mr Conway 
Objecting rightly to “ interesting," he allows “ int’ resting” 1 
His remarks on Milton are particularly noteworthy. He 
thinks that “ Milton alone of our poets studied versifica- 
tion " and “ copied from a perfect model ” This phrase 
may puzzle the reader, but it seems to refer to Italian 
Mr Conway is a great Italianist, and "assumes with CQn-i 
fidence that the right standard of sonnet is Italian ” — he 
might have told us which of the many But, for all this, 
Milton is “ not a safe guide ” he is 11 capricious,” “ incon- 
sistent,” and I know not what else. Mr Conway does 
see the anapaestic tendency in the English hexameter, 
but he does not perceive its lesson , and his remaiks on 
the famous rhyme of “ ecclesiastic ” and 11 a stick " seem 
to show that he does not possess a sense which is almost 
as necessary in the region of prosody as anywhere else, 
but which was equally lacked by Guest He pronounces 
it “ abnormal and licentious to a degree that nothing can 
excuse” — except, let us humbly suggest, the not unimport- 
ant fact that its licentiousness and its abnormality were 
exactly what the poet aimed at And finally, he is, 
perhaps, the latest writer who has deliberately taken up 
the principle of the apostrophating extremists, to the 
length of allowing, or rather insisting on, “am’rous” and 
‘ del’cate ” 1 

1 The advantages of ct making a collection’ 5 are known in several contexts 
and senses Let us make a little one, adjusted to Mr Conway’s pronuncia 
tion of “ voyage,” fiom poetry strictly later than 1730 

The stars are with the voyger 
Wherever he may sail 

Voygmg through strange seas of thought, alone 

and thou, 

Heroic sailor soul, 

Art passing on thy happier voyge now 

Let it be observed that these are no mere examples of an unlucky single 
mistake that mistake is directly connected with the misvaluation and over- 
valuation of accent 

VOL III 2 G 
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“ Combining information ” has sometimes been regarded 
as a process humorous in conception but hazardous in the 
carrying out Yet some knowledge of Mr Ruskin, and 
some knowledge of prosody, might furnish an antecedent 
idea of his Elements of English Prosody 1 which would not 
be very far wrong Eccentricities of nomenclature, we have 
said, do not go for much , and a merely mild and passing 
wonder is excited at finding that while a trochee is a 
“ troche ” (a form chiefly associated in some minds with 
.tbfi adjective “ bronchial ”) a spondee is a spondeus 
Imagination boggles a little at the notion of the “ Bridge 
of Sighs " being written “ in double tnbrachs, with choreus 
and anapaest,” though “ an imperfectly trained reader might 
think them dactylic ” To speak plainly, Mr Ruskin 
was himself very imperfectly trained in these matters, and 
his little tractate (which employs musical notation) must 
have left the students in St George’s Schools, for whose 
use it was composed, with their heads rather in a whirl 
But, like Mr Symonds’s book, it has the saving grace of 
love , so the heads may have whirled to some purpose 
after all, in concert with the world which love makes go 
round likewise 

Edmund Gurney’s two remarkable books, The Power of 
Sound (1880) and Tirtium Quid (1887), may seem— the 
one from its very title, and the other from the fact that every 
prosodist is a tertius , not always gaudens, to every pair of 
craftsfellows that he meets — to be bound to have to do 
with our matter And they have, but not so much as 
one might expect Gurney’s interests were for the most 
part cither purely musical or purely literary, and he seems 
to have made the mistake of thinking that prosody was 
simply a sort of bridge, or debatable ground, between the 
two It was, I think, partly due to him (for he had no 
small influence) that the singular heresy of its being 
immaterial whether accent begins or ends a foot has 
spread so much And one of his scansions — 

By the watjers of Ba|b>lon we sat down j and wept, 


1 Orpington, 1880 
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has become rather famous as a prosodic quoting-stock, and 
bone of contention between opposite schools Mr. Omond 
quite justly thinks it “ extraordinary,” and that it “ reduces 
the line to prose,” but it is approved by a recent Amencan 
prosodist of ability, Professor Charlton Lewis I should 
say that it is not even rhythmical prose — the preferable 
(though, of course, not the only) scansion theie would be 
By the waters j of Babylon | we sat down and ) wept 

As English verse, Gurney’s scansion makes it not so rrmch 
naughty as naught 1 

We come next to two writers of considerable import- 
ance Mr Shadworth H Hodgson’s paper on “ English 
Verse” in Outcast Essays ( i 8 8 I ) is, like everything of its 
writer’s, worth reading , but it suffers, as do so many of 
our prosodic documents, from being too occasional It was 
apparently written, at least in part, with a view to Guest, 
and also with an eye on those interesting experiments of 
Mr Bridges in “ new prosody ” which enlivened the late 
seventies and early eighties, and the originals of which 
disappeared from my own possession under some influence 
of Fottuna maligna, or perhaps, as in the fairy stories, 
because I was not worthy of them I find the tract, 
however, somewhat confusing in more senses than one 
Mr Hodgson, as always, speaks much of logic — a thing 
for which I have myself almost unlimited respect But in 
one place he says that " metre is not necessary to poetry,” 
in another that it “ distinguishes poetry from prose ” A 
differentia non necessana, at any rate pro tanto, upsets my 
notions of the Art of Arts and Science of Sciences. I fancy 
that some later prosodists are either distinctly indebted to, 
or were unconsciously anticipated by, this writer, He is 
for a Cerberus-strcss, a triple monster in words and metre 
and rhetoric He distinguishes and emphasises “ dura- 
tion,” “pitch,” “colour,” “ tone,” and "loudness” in sounds. 
He thinks that “monosyllables have no word-stiess,” and 
that 

The mighty Conneus from the sepulchre 


Mr 

Shadworth 

Hodgson 


See more on it in Appendix vi r 
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is not metrical English at all And his arguments are 

sometimes very strange indeed He is speaking of the _ 

In Memonam phrase — 

Or that the past will always win 

A glory from its .being far, 

and observes that Mr. Ruskin says it will “ come right ’ 

[I do not myself see that what is need " come ”] if you 
accent “or” and “be-” Now Mr Hodgson retorts that 
~^he Vannot accent “ be- ” and that the true stress is on 
“far” “That gives an imaginative picture of the receding 
past , whereas to lay stress on 1 being 1 is to give an argu- 
ment for the past winning glory — and a bad one , because 
much of the past is very near" I am bound to say that the 
words I have italicised appear to me, not only among the 
most feeble arguments ever uttered by a man of talent, but 
fatally deficient in sensibility to poetic touch If a man 
does not know that yesterday is sometimes centuries off, 
he lacks the power of comprehending anything that is not 
purely and narrowly intellectual As a matter of fact, 
“being” is, in the context, susceptible of its noun-value 
which would alter the case even from Mr Hodgson's point 
of view, I suppose But there is not the least difficulty in 
lengthening the e if it is kept as a participle, The paper 
is of real interest , but the zeal of the House of Stress 
has eaten up great part of the author’s power of appreci- 
ating poetic form and expression 

Considerable attention was attracted at the time by 
certain articles, also based or “ pegged " on Guest, which the 
late Professor Fleeming Jenkin contributed to the Saturday 
Review in the early opening of 1883, and which, after his 
death, were reprinted in his Memoir (1887) They have 
the character of a great deal of prosodic work in recent 
times It would be fatuous, as well as uncivil, to call 
this amateunsh , but it certainly has something of that 
kind about it A man of intellectual tastes, and perhaps of 
distinct expertise in some kind of literature, science, or 
art, but without a very wide acquaintance with English 
poetry, and knowing little or nothing of prosodic and 
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prosodist history, has his interest excited m the subject 
by this or that accident, and proceeds to formulate a 
theory He will very likely make some interesting 
observations , but he will almost certainly make some 
decided blunders Jenkin, like Hodgson, saw not a little 
of the Guestian impracticabilities, and he admits that 
Cowper’s “ Boadicea ” becomes ridiculous if you scan it 
lambically But Guest’s “sections” caught his engineering 
fancy, and he endeavoured to combine them with foot- 
scansion, regarding the line as, so to speak, “cross-tfed” 
by the two processes Section-groups are n^t to have 
more than five syllables , the normal heroie is to have 
four to its five feet , but there may be six, seven, or even 
eight “ beats,” which must never come on “ weak " syllables 
It is not necessary to dwell on the arbitrariness and over- 
individualism of this system. Some general remarks will be 
given on it, and on others, later It is sufficient meanwhile 
to say that Professor Jenkin was intensely interested in 
the acted drama, and that his whole system is pretty 
evidently elocutionary, while it scarcely applies except to 
heroics 

1 said, in a note to my original Preface, that, had Mr Professor 
J B Mayor’s Chapters on English Metre 1 been fuller, I Mayor 
had hardly written this book The compliment was no 
empty one , and I repeat it at the end as I uttered it 
at the beginning Some objection has been taken to 
Professor Mayor’s omitting mention of “ time,” and to 
his exclusive insistence on accent But I imagine that 
the omission was simply due to a wise reluctance to be 
drawn, in a book professedly not exhaustive, into an 
almost endless controversy , and careful reading will show 
that, though he allows feet to be based on accent, it is by 
feet that he goes. Now a man who really goes by feet 
can never really go by accent, whatever terminology it may 
seem convenient to him to use And it may be further 
observed that all the changes of mind which Professor 
Mayor announces (his book was made up of earlier papers 

1 Cambridge, 1886 Revised several times Also A Handbook of Modern 
English Alette (Cambridge, 1903) 
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in part, and has been supplemented with others since its 
first appearance) are in a direction fatal to merely literal 
and “ Capernaite ” accentualism He relinquishes slur 
for trisyllabic feet, admits tribrachic substitution, etc 
Now this cuts the ground from under accentualism and 
you will scarcely ever meet an accentual stalwart who 
really admits trisyllabic feet — never at all one who defi- 
nitely admits tribrachs For these “ draw to the dregs 
of a democracy ” his beloved monarchy of accent 

■Substantively, the book consists of criticisms on Guest, 
Abbott, Symonds, Ellis, and others, with later chapters on 
more geneiaJ points, and on different kinds of metre. An 
unsound criticism is very rare, an unsound scansion rarer , 
and there is no book on the subject which I have been 
able for the last fifteen years to put into the hands of 
students with so little of the unsatisfactory caution 
“ Excellent when it is right , but it is pretty often wrong, 
and you must look out” 

The ' ' mono- The years 1888 and 1889 are of no small importance in 

theory"^ ^ P rosot l lst calendar The latter saw the first appear- 
ance of Mr Bridges' work on Milton, which we have 
pretty fully discussed under the special head, but which has 
gradually been enlarged into something like a treatise of 
“Stress Prosody” besides allying with ptsclf Mr Stone’s 
theories on the hexameter, of which we spoke 111 the last 
chapter 1888 had seen the appearance of a smaller 
and more specialised work, which, though not, so far as 
I know, continued by its author, has been taken up 
by another and a distinguished hand, and has seemed to 
some likely to exercise considerable influence on future 
prosodists This was a pamphlet (“ to be,” but never, 

I think, actually, “ continued,” and anonymously issued, 
but attributed to “ J W Blake") which was published 
by Messrs Blackwood with the title Accent and Rhythm 
explained by the Law of Monopressures Some years later 
Professor Skeat, first in the Introductory matter to his 
great edition of Chaucer, and afterwards in a Philological 
Society paper, adopted the principles of this, expanding 
and applying them. 
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The principle of the “ monopressure ” systeA (some- 
how or other echoes of “ monophysite ” and “ mono- 
thelite ” — ancestral voices prophesying war — besiege the 
affrighted ear of fantastic memory) is purely physical- 
phonetic “ Speech,” says the author of the original 
pamphlet, “ is possible only in monopressures,” “ the 
air that is supplied for the production of the voice- 
vibrations being capable of being used only in volumes 
or jets” Further, these “ speech- waves " in English must 
contain a “ strong ” syllable, and may contain weak ones* but, 
according to Professor Skeat, only one or two of the latter, 
and only four arrangements of the two-j/&at is to 
say, strong, weak-strong, strong-weak, and weak-strong- 
weak If you want more you must have more speech- 
waves {la portion n'est pas divisible , as the restaurants say) 
If you want others , apparently you cannot have them 
at all 

The connection with prosody is, of course, obvious , 
and we are told to congratulate ourselves on getting rid 
of the “ wooden ” methods of ordinary prosody, its artificial 
systems, and so forth Let us see what we have got 
instead 

The results are that — by the “natural” method of 
scansion, which uses a dot to divide speech-waves instead 
of a bar — the separate “ feet ” 1 of a well-known line of 
Goldsmith run thus, hyphens being used to unify the 
“ speech-fcct,” as we may call them 

The-shelter’d cdt tlie-culti vAted fArm 

As usual, once more, this result is utterly unsatisfactory 
to me Any system of prosody, artificial or natural, 
golden or wooden, which makes the rhythmical division 
of this line of Goldsmith consist of an amphibrach, 
a monosyllabic foot, another amphibrach, a trochee, and 
another monosyllabic, robs it, to my ear, of all rhythm 
whatsoever, even as prose, and turns it into a helpless 

1 This use and that of the individual terms later is not improper 
Professor Skeat adopts them with a proviso — to be expected and respected — 
that the English foot is made up of “strong ” and “ weak,” not “ long” and 
u short,” syllables 
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turmoil of gasp-feet. A result of this kind is not (to use 
once more an invaluable formula) a result of the nature 
and quality demanded by this purchaser Better the 
utmost “ Symondite ” anarchy than such obedience to 
physical laws 

But, putting aside entirely the question whether this 
monopressure notion is a physical law in reality, let us 
ask another Have these physics and phonetics really 
got anything to do with the matter ? Mr Omond has 
urgad part of this objection by very properly remarking 
that these groups, take them for what they may be worth, 
are raw m^^rial of verse and prose alike But I have 
not a little to add to his objection, which, by the 
way, seems to me to be a very wide-ranging one, and 
to apply to almost all inquiries into the basis of accent 
and quantity In the first place, it must be evident that 
this system of prosody is inseparably wedded to accent — 
that there is in it, for instance, no place for a tribrach 
In the second, and this is to me a still greater objection, 
its tendency is what I regard as one of the greatest dangers 
in studying English verse — the tendency to regard words 
separately In the passage which Professor Skeat scans 
from Goldsmith, the division of speech-waves is always at 
a word-end, except m “ cultivated," and there it is at the 
end, though it has to be in the middle likewise Now 
I have frequently pointed out that one of the most 
specific differences of poetry in English is the metrical 
splitting of words In ordinary conversation we no 
doubt, to a certain extent, make -our glottis, or our glottis 
makes us (I do not want to be unnecessarily provocative) 
emit words singly Even in more elaborate prose we 
still have a tendency to make pauses at word-ends, but 
as this prose becomes rhythmical we divide words more , 
and in poetry, except in so far as our abundant mono- 
syllables prevent it, we positively avoid, save for special 
reasons, coincidence of foot- and word-end I do not 
pretend (my glottis is dreadfully insubordinate, and has 
never been trained, like a well-behaved penny-in-the-slot 
machine, to emit the regular quantity of “ butter-scotch " 


CHAP. IV 


LATER PROSODISTS 


457 


and nothing more) to know exactly how Mr felake an d 
Dr Skeat would scan my favourite line — 

Our noisy years seem moments in the being , 

but I feel almost certain that they would isolate 
“ moments,” and that they would not divide “ noisy " Now 
a glottis that would do that seems to me to be not 
merely what thfe Chancellor called Richard Carstone, but 
what Mr Mantalini called the Countess’s outline It is not 
only “ vexatious and capricious,” it is “ demd,” and more- 
over self - condemned The scansion of line of 

Goldsmith, which is plain sailing, is bad eni/dgh , what it 
makes of Chaucer is worse , but what such a process 
would do with Shakespeare or Milton, with Tennyson 
or Swinburne, is too awful to think of 

Since the eighties, however, these fancy prosodies have Mr William 
made considerable and various way In the Contemporary Larmmie 
Review for November 1894 there appeared an article 
on the Development of English Metres, by Mr William 
Larmmie, which has, at the time and since, attracted 
attention I do not think the writer has ever followed it 
up, though he has written verse A poet of the new 
“ Celtic " school, he rather rashly discusses the antiquity 
of assonance m Irish poetry, and advocates its substitu- 
tion for rhyme in English, with a sort of go-as-you-please 
rhythm behind it He approves and attempts “ historical 
approach,” but cannot, I fear, be said to be very well 
equipped for it He overrates the significance of blank- 
verse rhymelessness very greatly , seems not to have 
realised the fact that, after Surrey and before Milton, 
blank verse itself was practically confined to drama , and 
has the singular remark that “ Spenser took Chaucer as 
his model and rhymed ,” as if, between the two, rhymeless- 
ness had been the rule, and not the excessively rare 
exception He thinks, like Coleridge himself, that the 
author of Chris tabel was the first to display the capa- 
bilities of trisyllabic feet conspicuously, and that “ from 
the mouth of Swinburne the new music first rolls in full 
flood” In fact Mr Swinburne himself, Irish poetry, and 



458 


THE LATER NINETEENTH CENTURY book xi 


Mr 

Robertson 


MM Vnn 
Dam and 
Stoflcl 


assonance (which he finds in Homer) practically divide 
Mr Larminie’s attention and admiration All are worthy 
of both — especially Mr Swinburne, but the three will 
scarcely, as treated by this author, suffice for a theory of 
prosody And it is quite certain that assonance is in- 
effective in English, when it is not something worse It 
either escapes notice altogether, or forces itself on our 
ears as a clumsy attempt at unaccomplished rhyme 

One has once more to remark, in reference to the 
Appendix on “ Accent, Quantity, and Feet,” in Mr. J 
M Robertson’s New Essays towards a Critical Method 
(1897), that\the “occasional” character of so large a 
proportion of prosodic work is a serious drawback It is 
impossible to give a fair conspectus of it without going 
back, and back, and back to the documents which itself 
implies and comments — a process of more than Scholastic 
involution Mr Robertson mainly comments on Poe and 
Lamer (v in/), with a primary inclination to the former, 
corrected (or peiverted) somewhat by the latter, but with 
wid; expatiation, which is almost always worth following 
Here, at any rate, he is often not far from the kingdom 
of Heaven And if he goes against “ feet,” it is chiefly 
because he wants from them what neither they nor any- 
thing else can give him, in the “ metaprosodic ” way 

Our next subjects, and nearly the last on whom we shall 
dwell very particularly, are instances of the difficulty in 
adjusting the claims of frankness and courtesy when 
criticising criticism by living persons This difficulty, how- 
ever, is reduced to a minimum in the first case Messrs 
Bastian A P Van Dam and Cornells Stoffel appear to 
be two Dutch gentlemen who write English with excellent 
grammatical command, and who have contributed to oui 
subject, in recent years, one not small book 1 and one very 
large pamphlet 2 Even more remarkable than their com- 
mand of English is their possession of that “ undoubting 
mind ” which inspires the possessor with so much con- 

1 W Shakespeare, Prosody and Tert, etc (London, 1900) 

2 Chapters on English Pi uituig. Prosody, and Pronunciation (Heidelberg, 
1902) 
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fidence in his own infallibility, and so complete a con- 
viction that everybody else is wrong Pinning their 
faith literally, and as to a statement of fact, not opinion 
and deduction, on Gascoigne’s deliverance as to the 
two-syllable foot, and supporting themselves further by 
almost unqualified acceptance of the printed texts of the 
sixteenth and seventeenth centuries, Messrs Van Dam 
and Stoffel have come to the conclusion that editors of 
Shakespeare have been “ ignorant of nearly every rule of 
prosody,” that “ none of them has up to now thought it 
worth while to make a full and close study of Elizabethan 
prosody ” But Shakespearian editors are^riot the only 
peisons who are told that they know nothing about their 
native tongue and its poetry Guest, with whom, from 
some points of view, one might have thought these Dutch 
gentlemen likely to be in sympathy , Ellis, who, as they 
are uncompromisingly philological, might have been 
supposed likely to attract their respect , and “ modern 
aesthetic critics ” are all subjected in common to the fiery 
rain Their own theory is almost pure Bysshism “ The 
rhythmical arrangement of syllables ” is the sole criterion 
in poetry every extra syllable is ruthlessly turned out or 
explained away “ The interpolation of them would, in 
the age of Elizabeth, have been certainly looked upon as 
destructive of the rhythm of this kind of verse” Tenny- 
son’s and other modern blank verse is “ irregular " , and 
it is clear that Messrs Van Dam and Stoffel arc not far 
from the opinion of the young Eurasian gentleman whom 
I once knew, and who thought it “just like prose” 

Of what they think Shakespeare’s verse to have been 
really like, one example, or rather two which they have 
themselves combined, will show better than pages of 
desultory citation and comment The mam text is the 
undoubtedly curious arrangement of some lines of Isabel’s 
first speech, in the opening scene of the Fourth Act of 
Measure for Measure, which (to run them on unconten- 
tiously in prose) read thus in the Folio 

There have I made my promise, upon the heavy middle of the 
night to call upon him. 
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This, *which is undoubtedly difficult to get into 
rhythmical blank veise of two lines only, has been mani- 
pulated in various fashions, such as — 

There have I made my promise to call upon him 
Upon the heavy middle of the night 

According to these gentlemen, there are only two ways in 
which the passage can be taken They have no objection 
to the actual Folio division — 

There have 1 made my promise upon the 
Heavy middle of the night to call upon him 

(their prinS^iles not disallowing “ heavy mid- ” as a 
possible foot), or else (which they prefer) — 

There have 1 made my prom’se upon the heav- 
y middle of the night to call upon him, 

the same principles not precluding a dissection of 
Canmngian kind They adduce as a parallel to this last, 
Winters Tale, V in 140-141 ' 

As 1 thought, dead, and have in vain said many 
A prayer upon her grave 

Now it is not of the first importance, or of any 
necessity, to settle here what the exact arrangement of 
Isabel’s words ought to be, though (as it may be thought 
that a historian of prosody should not shun the test) I 
may say that the “ Globe ” editors seem to me quite right 1 
But it may be observed, m final dismissal of Messrs. Van 
Dtun and Stoffcl’s claim to be heard, — first, that the 
Winter's Talc passage is of a totally different rhythm, and 
not akin in any way , secondly, that any one who can 
regard either of their admitted solutions as a possible 
Shakespearian cadence, even at the very earliest date to 
which Measure for Measure can possibly be assigned, 
must be utterly deaf to Shakespeare’s prosody 2 

1 There have I made my promise 
Upon the heavy middle of the night 
To call upon him, 

the incomplete, but pro tanto regular and metrical, first and third lines being 
{v sup 11 1-66, and p 438 of this vol ) quite usual 
2 It might be Davenant’s or Suckling’s 
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I am afraid that one must go a little further It is 
not merely to Shakespeare's prosody that Messrs Van 
Dam and Stoffel are deaf they have evidently no ears 
for English poetry of any kind or time That incompe- 
tence of the foreigner — to which, though reluctantly, I 
have been obliged more than once to draw attention — has 
never been more astonishingly and fatally illustrated than 
here These authors, as has been said, write English 
remarkably well I do not think that there is a positive 
solecism anywhere in their books They have read, most 
creditably, and they have spent immense pains Nowhere 
will the student, hungry for those statistics anP’percentages 
in which, as I acknowledge (with or without shame) these 
present volumes are so barren, find more food than in 
their work They are not even to be blamed for adopt- 
ing their own theory, erroneous as that theory may seem 
to me and others It has been held by great as well as 
small men in the past, and it may be held by great as 
well as small in the future But these great men, how- 
ever insensible to the unity and continuity of English 
verse, have always been, and I think always will be, 
sensible to its life and the charms of that life in one or 
another period They may have slighted Chloe’s figure 
because it had not the symmetry of Phyllis, or disparaged 
Phyllis’s features because they were not regular according 
to Chloe’s type , but they loved something, and where 
they loved they understood 

Messrs Van Dam and Stoffel may love or not , but 
they certainly do not understand. To them English 
poetry is not a live thing at all — a thing subject to the 
chances and changes, the growth and the flourishing and 
the decay which attend life, and indeed constitute it It 
is an enormous sack, full of syllables which you have to 
fit together in certain numbers on certain wires, splitting 
your pea when it will not go into the proper place with 
the proper rattle It is not necessary to dwell much on 
their disproportionate and exclusive estimate of Gascoigne 
and the other Elizabethan critics, because that matter 
has, I hope, been quite sufficiently dealt with long ago. 
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It is not decessary even to lay stress on the fact that to 
“ believe in the old printed texts ” (their own words) is in 
such matters almost irrational The present writer is not - 
much disposed to innovation in anything, and is almost 
as conservative in his attitude to matters literary as to 
others, while he is certainly not unread in the original texts 
of the sixteenth and seventeenth centuries But it appears 
to him, in the first place, that it would be a very wonderful 
thing if texts — printed almost always without revision 
by their authors, in many cases not from those authors’ 
manuscripts, by persons who were actually as ignorant of 
“the rules'bf prosody ” as Messrs Van Dam and Stoffel 
suppose modern editors to be — could be accepted as 
standards And, in the second place, he knows, from 
actual acquaintance, that though indiscriminate tampering 
with these texts is inexcusable, literal acceptance of them 
is only possible to a simplicitas which is not even sancta 

But on such points difference of opinion is possible 
On the major appreciations and scansions of these two 
gentlemen of Holland there can be no compromise, no 
set-off, no recommendation to mercy They have simply 
presumed to give judgment on English poetry without 
hearing — without, apparently, being able to hear — what 
English poetry is 

Considerable attention has, in fact, been paid of late 
years on the Continent to English versification The 
bulk of German work on the subject is, of course, very 
great, though it is, from my point of view, almost univers- 
ally injured by the German tendency to see all things in 
stress, and not materially improved by the other German 
tendency to classify, enumerate, tabulate, and imagine that 
some solid result has thereby been attained But I have 
already paid tribute to the immense and orderly pains- 
taking of Dr Schipper's great work 1 — one of the founda- 
tion stones of a prosodic library And the unwearied 
industry of the nation has been applied in other instances, 
though I cannot remember many books or passages that 

1 Enghsche Metnk (Bonn, 1882-89), and a section of Paul’s Gtundnss on 
the subject 
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need special comment The work of Profesior Alois 
Brandi, and that of Dr Luick, are perhaps the chief 
exceptions 

In France, too, of late years, accompanying the general 
tendency to study English literature of which the regretted 
M Beljame was one of the pioneer examples, there have 
been treatments, contrasting curiously with Boileau’s 
alleged inquiries whether there were any English poets, 
and with the complacent conclusion of Callieres that only 
Frenchmen, Spaniards, and Italians should write in their 
own tongues, while the other barbarians had better employ 
Latin Here also, however, there are drawbacks” Natur- 
ally enough, as the Germans are prone to exaggerate the 
accentual and “irregular” element in English — their own 
side — so the Fiench try to introduce syllabic regularity, 
or to rely on mere general rhythm Converting rather 
than reversing a famous saying, they understand the spirit 
to which they are like, and that only 

As early as 1886 M. J Moth£re, in a pamphlet entitled 
Quelques mots sur les theories du vers htroique anglais , 
set the fashion (which some English writers have most 
curiously followed) of regarding Chaucer’s verse as directly 
and in detail based on French contemporaries But the 
chief recent writers on the subject have been M Vcrrier 
and M Walter Thomas The first named, a good many M Vemer 
years ago (1893) wrote m French a Primer of English 
Versification, and has very recently issued a large and 
elaborate system of it 1 With that system I do not agree, 
and the earlier primer is too much adjusted to French and 
“ modern " points of view There M Vcrrier would not 
use classical terms, and was a stress-and-rhythm man to the 
«th But it is noticeable that his “ irregularities ” take 
in most of the important things — trisyllabic feet, pause- 
syllables, etc One might have hoped from this that, some 

1 Essai sut les prmcipcs dc la mttnque anqlaise , three vols , Pans, 1909 
Of these I have carefully studied vols 1 and 11 — Mttnque auditive and 
Thtone gtnfrale du rhythme The third, though announced as ready, was 
not obtainable either when I wrote the text or when I revised my proofs. 

It, however, appears only to contain results of phonetic experiment, which 
could, in my view, be nothing but curiosities 
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day, he would have come to perceive that these things, which 
he did see, are just as “ regular ” as the others But he 
has, it seems, turned to physics and phonographs. Such 
inquiries as these can, as it seems to me, have nothing, or 
next to nothing, to do with those on which we are engaged. 
They cannot affect the constitution of the different feet, 
for on most stress and stress-interval systems, as we have 
seen, iambs are as trochees, and anapaests as dactyls, if 
not all four as one With rhyme they have evidently 
nothing to do With alliteration, vowel-music, and other 
things of the kind, nothing From the arrangement of 
definite aitd^different metres, which forms the greater and 
most delightful part of the study of prosody, they stand 
so far back as to be little more connected with it than 
with sheer prose, or with the disjointed chat of a couple of 
goodies They can deal with raw material only , and my 
customs take no account of raw material 

The task which M Verrier has undertaken in his 
large book is a bold and interesting one, for it is simply 
to tell English prosodists of all schools (with only an 
exception, and that partial, in favour of musical and 
metronomical specialists like Mr Thomson) that they 
know nothing about their business, their poetry, and their 
language 1 It seems that “ la scansion traditionnelle fait 
des vers anglais une marqueterie de morceaux disparates, 
choisis comme au hasard et assembles sans pnncipe” 
Those who dwell in this chaos must naturally be glad to 
see the advent of order , but whether they will exactly 
find it in M Verrier rematns to be seen I fear I for one 
can answer in the negative , but if M Verrier should ever 
cast eyes on this book he will not be surprised at that 
His own new doctrine is announced as briefly this, 
that in our poetry “ Le Rhythme n’y est constitud que 
par la coincidence de l’accent avec le temps marqud ” 
[ictus] "ll est constitud par le retour du temps marqud 
a intcrvalles sensiblement dgaux ” Perhaps some 

^ Cf MM Van Dam anti StofTel , also cf Martin Ckuzzlcivit , as regards 
the inferiority of the knowledge of Britishers on other points connected with 
their own institutions. 
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persons will be disappointed at this, which, fefter all, 
comes to little more than saying that English rhythm is 
rhythmical, a proposition which I at least am far from 
denying The terms of the definition are not particularly 
objectionable, but certainly not novel, though it would suit 
the terminology of accentualists in one way, and that of 
"isochronous intervalists ’’ in another In short, M Verrier 
is a musical and phonetical stress -prosodist of a special 
type, and nothing more or newer His differentia, such 
as it is, consists in the fact that by far the larger pa/t of 
his book — the whole of the third volume and most of 
the first two — is occupied by previous questions, phonetic 
and in the wide sense phonological, which'will go with 
any system of prosody, and by records of experiment, 
which perhaps can establish none 

His mediate processes, however, are very doubtful, 
and his results sometimes, and indeed often, definitely and 
demonstrably erroneous Nor is this to be wondered at 
when the secret of his mistakes reveals itself, as it is sure 
to do to any patient and unprejudiced reader, though the 
multitude of details may hide it for a time M Verrier 
prides himself on “ analysing ” English verse, but his 
method of analysis is, to say the least, peculiar The 
only fashion of analysis, as such, which can ever be satis- 
factory, is to take the line as a whole, to read it, with the 
right English pronunciation and with expression of cxtra- 
poctical as well as poetical character, in connection with 
its neighbours, and to see into what rhythmical modes 
it falls most naturally When you have done this for a 
long period of time, on a sufficiently large number of 
instances selected indifferently over the whole course of 
English poetry, you will be qualified to say what these modes 
are, whether they can be classified, and what are their 
principles of arrangement M Verrier’s proceeding is quite 
different He “ begins at the beginning,” but in a novel 
fashion, looking at the beginning only for the nonce, and 
deciding, on some phonetic principle or other, what that 
beginning is Then, having nailed this poor thing to the 
operating board, without regard to the spasms of the 
VOL III 2 H 
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rest, he Joes to the end and nails that down too Then, 
and only then, he proceeds to inspect the quivering 
middle, and see what he can make of that Whether 
such a proceeding could anyhow come to good is a question 
which may be left to the reader. I should say myself 
that even the Procrustean methods of the Bysshes were 
not so fatal But it certainly does not As with all 
musical prosodists, “ anacrusis,” in an immense extension of 
the term, figures everywhere, M Verner’s use extending 
to “sectional” employment of it Like most of his 
fellows, he confounds iambic and trochaic rhythm, re- 
peatedly'asserting that 

V, 

Then methought I heard a hollow sound 

has exactly the same ihythm as 

Tumbling the hollow helmets of the fallen 

That he also sometimes, and even not seldom, comes 
right, agreeing with the chaotic “ maiquctrists ” in scansion, 
is not surprising After all, his “ F , f ," forte and fazble, for 
“ long ” and “ short,” represent the difference better than 
“ accented ” and “ unaccented,” though not so well as “ long ” 
and “ short ” themselves, especially as M Verrier admits 
“ time " His “ groupcs rhythmiques ” are sometimes actual 
feet, and almost always might be His " suppiession of 
anacrusis ” and “ trisyllabic variation " in these “ groups ” 
are only infinitely clumsier and more arbitrary ways of 
describing what, when it is described in plain foot-terms, 
he calls a “ marquetry of irreconcilable fragments ” The 
worst of it is that, where he is not erroneous, he is 
generally superfluous, and that, where he is not superfluous, 
he is almost always wrong 

Nor is the cause of his error far to seek, though it will 
perhaps only display itself fully after careful reading 
The book seems to have been originally planned almost as a 
direct polemic against the late M Alexandre Beljame, who, 
as is well known, edited and scanned Enoch Arden , Mac- 
beth, and other English poetry on a system perhaps a little 
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meticulous , 1 but with generally sound results Now I am 
going on delicate but necessary ground when I say that, 
not having the pleasure of M Verner’s personal acquaint- 
ance, I cannot tell what his acquaintance with spoken 
English may be He seems dangerously prone to take it 
from the phoneticians, who are frequently deaf, though 
unfortunately not dumb, guides But M. Beljame, whom 
I did know, had, without exception, or with the exception 
only of the present French Ambassador at Washington, 
the most perfect English pronunciation and intonation 
that I ever heard from French lips He had, j^ierefore, 
the wedding garment, the qualification, the sine qua non 
Has M Verrier? I can only say that “Ins scansions 
frequently suggest to me that he has not, and that one 
or two passages and arguments of his book confirm the 
suggestion fatally As a careful student of phonetics he 
knows the pitfall , but does he know when he has fallen 
into it ? For instance, he tells us that the first English verse 
that seemed to him really to be verse was Byron’s “ The 
Assyrian came down,” because it was like a certain value 
of the French Alexandrine English Alexandrines, he 
says, “ ne lui disaient nen ” Now all of us who have 
some slight knowledge of French prosody, and of French 
elocution, are aware that the French Alexandrine very 
frequently, in the mouths of French actors and reciters, 
becomes a four-foot anapaestic line But B>ron’s line 
is not an English Alexandrine, and has no relation to 
an English Alexandrine whatever, except in the purely 
accidental fact of its containing twelve 2 syllables Is 
M Verrier sure that he has quite purged his ears of this 
hearing, or not hearing, English verse according as it 
approaches French standards ? 

I fear he has not, from almost his opening arguments 
At page four of his Introduction he scoffs at M Beljame’s 
scansion of 

Philip | the slight] ed suijtor of | old times 


1 M Beljame used three values, o, I, 2, for short, medium, and long 
syllables 

2 Merging “-ian” inLo one 
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into the ‘'five dissyllabic feet of which it undoubtedly 
consists To M Verrier this is “ an allowance, in the 
same verse, of feet not merely different but irreconcilable ” 
Of course to an English ear they are not irreconcilable, 
but simply “Our Mr Iamb” and “Our Mr Trochee" of 
the same great firm — persons who can sign for each 
other, and discharge each other’s functions without the 
slightest hitch, to the extent and in the terms of the 
partnership But M Verrier, strangely, appeals* to 
Frcnah ears He admits regular syllabic scansion m 
some Krench octosyllables , but asks the question, 
“ Imposerons-nous cette scansion ^ tous?” And he 
produces a distich of Hugo, which, it seems, it would be 
“ridiculous" to scan dissyllabically like this • 

Plus loin | que lcs j vastes | foriks 

Je fui| rais, je | couirais, | j’lrais 

Now this, with its inevitable bearing, is so obvious a 
fallacy that it vitiates the entire book, for all its patient 
observation and all its curious learning Perhaps it t: 
absurd to a French ear But how can the absurdity of 
a French scansion of a French verse prove anything 
whatever about an English one ? What law can a French 
ear give to an English tongue, or vice versa ? 

I hope that there is nothing in the above remarks to 
disqualify me for the appellation of galant hominc which 
M Verrier deservedly gives to Mr Omond His evident 
interest in English poetry, and his wide study of it, could 
not but appeal to one who, like myself, has spent a life- 
time in reading and enjoying French poetry But I 
have at least learnt, from my double study, to keep the 
prosodies rigorously apart , and I do not think that 
M Verrier has learnt this lesson quite sufficiently 

On the other hand, M Walter Thomas (who seems to 
write English excellently) contributed to the Modern 
Language Revieiv for 1907 and 1908 two interesting 
articles, a single sentence from ■which will perhaps dispense 
me from saying much about them He believes, and has 
endeavoured to prove, that “ Milton’s blank metre always 
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contains ten counted syllables, and ten only” * Negatur , 
the proofs of the negation have been given, as well as I 
could give them, at great length in the proper place, and 
there is no more to be said Only it must be observed 
as a little curious that M Thomas regards his theory as 
strictly historic , and others (such as, no doubt, my own, to 
which he had no opportunity of referring) as based on 
twentieth-century pronunciation Alas • I learnt to pro- 
nounce English a good deal before the twentieth century , 
and I regard my own view as historic or nothing M 
Thomas has failed, I think, to allow for histor 1 ? develop- 
ment , as well as for many other things, when he thinks the 
English decasyllable to have been carried cfown unaltered, 
from Frenchmen and Italians, through Chaucer, Spenser, 
and Shakespeare, to Milton 1 

Lastly have to be mentioned some English writers of 
very recent date whom, for reasons already assigned, 

I do not think it desirable to review in much detail I 
think I may say that almost every controversial point in 
their work is met, by implication, at one or another part 
of this book, especially in the Appendices of the first 
volume and of this present In 1894 Mr J H Hallard, Mr iiaiiard. 
introducing his translation of Theocritus, showed himself 
one of the few who have perceived the “ anapaistic suck ” 
of the English hexameter, though not as one who quite 
understood its lesson In the same year Mr H. D Mr Baieson. 
Bateson printed, in the Manchester Quartet ly, a paper on 
the “ Rhythm of Coleridge’s Chnstabel',' which he had 
anticipated three years earlier with another on “ English 
Rhythms ” generally I have had some correspondence 
with Mr. Bateson, and I think there is not much important 
difference between us now, though he was led away by 
Guest for a time. I hope he will continue his prosodic 
inquiries 

On the other hand, I fear there is not the slightest Mr William 
chance of my ever making a concordat with Mr William Thomson 

1 To these should perhaps be added a very able and scholarly comparison 
of English and French versification, written in French, but by a countryman 
of our own, Mr F B Rudmose Brown (Grenoble, 1905) 
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Thomson* who would indeed, I imagine, insist on white 
sheet and neck-rope, if he were even contented with this 
That Mr Thomson uses musical symbols and notation 
throughout would be almost enough That he thinks he 
can arrive at metrical conclusions by a sort of Shamanistic 
process of “tapping” discourages me further 1 2 3 At times, 
throi^gh all these veils, I see something with which I think 
I might agree , but a sentence close to the end of his 
pamphlet shows me that it is hopeless “ The terms 
iamb ,and anapaest, as descriptive of feet, are impossible, 
since the^only confuse what is already covered by trochee 
and dactyl” Here we come to a true Shibboleth I can 
imagine, though I think it superfluous, the prosody of the 
tuning-fork and the laryngoscope, of the metronome and 
the tapometer, being used on reasonable principles 8 But 
if anybody thinks that a trochee or a dactyl is not 
merely, in certain cases, capable of substitution for, but 
actually “ covers what ” is meant by, iamb and anapaist, 
then it is clear that he and I are speaking of two 
different things, and that theie is a gulf between us which 
neither can cross 

One of the most curious, and one of the most disastrous, 
lesults of “ beatmanship” with which I am acquainted was 
exemplified in an article 4 * by a writer whom I mention 
wholly for the sake of honour, though I disagree with 
him here a out ranee, Mr C F Keary Mr Keary thinks 
that, in blank verse, it is only stressed words that count, 
one before the caesura, and one generally, but not quite 
always, at the end of the line , while he thinks that in 
Puck’s lines (A Midsummer Night's Dream, II 11 65-69) — 

Thiough the forest have I gone, 

But Athenian found I none, 

1 I hi Basis of English Rhythm (Glasgow, 1904) 

2 If the tap coincides with the ear we don’t win! it, if it doesn’t it is 
wrong 

3 I have long wondered why no one has applied the sphygmograph to 
prosody A pulst record of sympathetic reciters, or e\ en readers, of Shake 
speare, Shelley, Swinburne, would be much more interesting than most of 
these things 

4 Foi tmghtly Review, November 1906 “Some Thoughts on the Technique 

of Poetry " 
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On whose eye s I might approve » 

This flower’s force in stirring love , 

the stressed words “ give an almost perfect skeleton of 
stanza ” 

All this I do most powerfully and potently disbelieve 
Even in the octosyllables, where a comparatively large 
proportion of the words must be stressed, this syst^i of 
alternate mouthing and muttering, this disjected and 
meaningless clatter of cryptographic syllables, is bad 
enough “ Forest,” “ gone,” “ Athenian,” “ none,” “pyes,” 
“approve,” “force,” “love” — this (in a doublp sense) 
Jingle-fashion of poetic speech is to me utterly repellent 
But in blank verse (and I suppose the process would be 
extended to couplets) the result is much worse Here 
you have, almost literally realised, that process of stagger- 
ing from post to post which was imaged in the foregoing 
volume Worse still, it tends to subject English poetry — 
the great glory of which is the continuous though infinitely 
varied music of its tenor, its “ linked sweetness” — to the 
more spasmodic emphasis of French Everybody knows 
how French spoken verse is apt to grate on an English 
ear, precisely because of this alternation of extravagantly 
emphasised syllables with gabbled and gobbled ones 

One final and fresh example of this curious stress-fancy, Mr Hewlett 
and I have done, save for general remarks As I was 
revising and completing this chaptci, a brilliant writer of 
prose fiction issued a book of vet sc The greater part of 
it was m ordinary measures, but there weie three or four 
experiments On these the author made this note 
“ The intended musical effect can only be got by 

reading them as if they were written in prose The 
natural stresses will then fall into their places in the 
scheme” Now it must strike most readers, I should 
suppose, that this is an odd saying For if you read a 
thing as prose, and its intended stresses fall naturally into 
their place, it will surely go hard but the thing is prose. 

And there seems to be a double perversity, first in wasting 
paper, and thickness of binding, by printing it as verse, 
and then in interposing unnecessary obstacles in the way 
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of the reader's reading it as he is intended to do But 
this is a prion Let the reader get and read Mr Maurice 
Hewlett’s Artemision — it will not be a painful process — 
and he will find, after reading the examples, that they 
have a rhythm which is not prose, and that they obey the 
ordinary laws of verse, except ivkcn they are prose , and 
hav^ no business with their companions save to make a 
satura of the two 

If, once more, I seem to have taken too light a view 
of some of these worthy inquirers, let me repair it here 
by a serious, and, I think, a fairly novel, consideration 
of some points that affect them generally There is a 
principle, or rfither an a«/i-principle, a common hetero- 
doxy or fallacy, underlying, as it seems to me, a large 
number of apparently independent and even opposed 
systems — the stress-exaggeration of Hodgson and Lewis 1 
(different but connected) , the fancy sections, to which the 
same-epithets apply, of Price 1 and Jenkm , the go-as-you- 
please prosody of Symonds , the thought-rhythms and 
attention-stresses of Liddell , 1 and many others Historic- 
ally, and as matter of direct (though often unconscious) 
suggestion, most of these things started, I think, from 
Guest (chiefly in the reprint of him), and they must lie 
heavy on his squl, even though some of them were, no 
doubt, intentionally corrections of, or revolts from, him 
Logically, they have a different origin , or rather there is 
another influence which must be taken into account with 
regard to them They appear to me to be, without 
exception, results of the confusion of prosody proper — 
the prosody of which an attempt has been made to 
give an account in this book — with two different phases of 
what I have called metaproso&y, both lying beyond the 
strict province of the subject, but one coming in strictness 
before, the other altogether after it The one is the, I 
believe, hopeless quest of the constituents of what I call 
“ quantity,” i e. the contrast of syllabic value which 
produces rhythm and (when regularised) metre The 
other cannot be so definitely described, but includes all 
1 See next chapter 
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the individual technique of the poet (whicA I have 
sometimes called “ fingering ”) and a good deal besides 
That this is individual , that it cannot be generalised , 
and that the attempt to make a “ science ” out of it is 
as rational as the attempt to make one out of a vast 
collection of measurements in the possession of a famous 
tailor 1 — men do not and will not see And, not ^ing 
it, they miss also, or scornfully pass over and refuse to 
recognise, the clear universal principles which govern the 
province of English versification itself , which start from 
the ready-given stuff of “long” and “short”,, which 
relinquish their own work to the poet for his final touches 
of phrasing, valuing, fingering, and what ifot , but which 
are clearly perceptible after this, to which the whole can 
always be reduced, and without which that whole can 
never be really and satisfactorily understood These 
principles, putting them in concrete form, are the foot, 
the line, and the stanza or paragraph, but, above all, the 
foot, the ground at once of stability and motion, the secret 
and idea of English prosody, the be-all, if not the end-all, 
of English verse 

I myself recognise, of course, that these systems — 
inadequate, fallacious, mischievous as they often seem 
to me — have another excuse of origin, just as the 
inadequate piosodic theories of the late sixteenth, the 
seventeenth, and the eighteenth centuries had They are 
a revolt from these, as these were from the doggerel — the 
no-system-at-all — of the fifteenth and early sixteenth It 
was the terror of this that drove Gascoigne and all his 
followers — the unconscious prolongation of that terror 
that drove Bysshe and Johnson — into their theories of 
the exclusive iambus, of the strict decasyllable, of the 
“pure” alternate-accent line, of “elision,” and “ apostro- 
phation,” and the rest. And it was the revolt, in various 
directions and under several flags, from this codification 
of tick-tack arid jog-trot and sing-song (with its foolish 

1 I had at first written ‘Masts” and “bootmaker”, but as I should 
certainly have been charged with a pun on “feet,” which I do not intend, 
I have altered the image into one not quite so appropriate 
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nineteentft-century progeny of xa and the rest) that 
determined 1 the anarchy, tempered by crotchet, of not 
unlettered men of science like Jenkin, and not unpoetical 
scholars like Symonds But the old infallible test of the 
fruits applies here also No system can be, or come to, 
any good — no system can be a system of English verse at 
all— »which suggests from two to eight “ stresses ” — put on 
that word what ^stress you will — in an English “ heroic ” 
line No system can be, or come to, any good — no system 
can be a system of English verse at all — which substitutes 
the meriily logical or merely rhetorical apportionments 
of prose for those of metre, or which lays it down that 
hop and skip and jump, glide and lurch, rush and stagger, 
matter nothing, and are not worth dwelling upon, so long 
as you get to the end of a line or a paragraph somehow 
“ He can’t be right who scans his verses wrong ” 

On the other hand, I am not concerned to deny that 
not a few of the speculations of these writers, if they are 
taken merely as facultative superstructure on a wide basis 
of foot-piosody, may be harmless — may be positively 
useful The intelligent reader will have seen some 
attempts of the kind in these volumes — if space had 
allowed there would have been many more In addition 
to the general prosody of English, it may almost be said 
that every poet, not hopelessly “ minor,” has a special 
prosody 2 of his own , and, what is more, that every dis- 
tinctive metre has a prosody of its own And some 
attempts have been also made in these directions here 
But, to be of any value, they must be based on the 
general analysis of the line itself , and this, after lifelong 
experience and cxpenment, after starting without com- 
mittal to any previous theory, and taking English poetry 
as the only guide to English poetic, I believe — I might 
almost say I know — to be attainable only by the system 
of foot-division, with equivalence and substitution of feet 
When you have clearly perceived this, and learnt to 

1 Assisted, of course, beforehand, by the free practice of nineteenth century 
poets from Coleridge to Tennyson 

8 Not in the sense of the Geiman or Germanising enumeiators ’* 
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apply the “ leaden rule ” to the line itself and t<S its con- 
stitution by feet, you may, if you like , extend your re- 
search into the backward and forward Beyond I do not 
think the backward exploration, into the constituency of 
the constituents, will profit you much you may think 
differently The forward will certainly profit you if you 
keep the main theory in view, but not otherwise , and 
most certainly not if you let it obscure that main theory. 
Jargon, will-worship, that Delilah “the subject,” music, 
mathematics, a thousand other things will beset, the 
pilgrim , and it will go haid but his bones will whiten by 
the wayside with those of the worthy but misled folk of 
whom we have spoken * 

Perhaps a still further cause of the rise of these 
“ fancy prosodies ” is the undoubted fact that various 
scansions of the same line and piece present themselves 
I hope I may be excused for a ceitam feeling of amuse- 
ment at the remarks which have (in veiy few, but a few, 
cases) been made on my own admissions in this respect 
It seems to suggest itself to some persons that there can 
be only one via salutis in these cases, and that the 
admission of several vitiates the system It w'ould be 
as reasonable to say that the possibility of splitting up 
any but a prime number (or a prime number itself if 
you allow fractions), in different ways, is an argument 
against arithmetic But this peculiarity of prosody has 
induced some other able students of the subject to argue 
for a sort of antinomy or antimachy of accent and quan- 
tity, of thought- movements and rhythm, of language 
and verse, etc , which, I confess, appears to me doubtful 
at the best , 1 and quite incapable of systematisation Let 
us again take a vile corpuscle of botched -up verse to 
experiment upon 

King 1 thou art old , 

Thy tale is told , 

Stale is each Mate — 

Thus saith thy Fate 


1 I would admit an occasional “ con hast” for special purposes , but hardly 
ever, or never, a “con/ftrl ” 
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Here there is no doubt about the general scansion it is 
iambic, or anapaestic, monometer, cut as low as possible 
in syllabic allowance But in every line except the 
second, and less certainly the fourth, there is a choice, half 
prosodic and half rhetorical, between dissyllabic feet every- 
where, and strong monosyllabic ones to lead off, with 
anapaests to follow The fact of this is probably obscured 
to many people by the inveterate incapacity to appreciate 
the ubiquity of commonness in English “ Thou and 
“saith” will be long or short as you wish them, by \arious 
laws or^licences , “ is ” will be short or long If you 
read “ grows ” for " is ” before “ each ” you will get a fresh 
variation — spbndaic this time, but equivalent, In other 
words, the syllables will accommodate themselves to 
different feet , but the general metrical value and the 
system of foot-measurement will remain Only what may 
be called the rhetorical-prosodic part of the matter is to a 
certain extent arbitrary , and the arbitrariness here will 
practically defy all attempts to systematise it, as well as 
all attempts to refer to hard and fast rules the condition 
of syllabic value which, as it varies, brings about the 
various relations and collocations of the constituents of 
metre 

If there seem to any one to be pusillanimity in thus 
relinquishing to the unknown a province on either side of 
the province of prosody itself, I fear I must acknowledge 
myself content to underlie the reproach, and shameless 
enough rather to glory m it For it is only by defining 
your genus first, and then keeping strictly within the 
definition, that any solid and satisfactory knowledge is 
possible Within the range I have indicated, I believe 
that I can explain, on a rational system, all the formal 
characteristics of English poetry , and as to further ex- 
planation, I am a complete agnostic 

Nor (it should be almost unnecessary to say it, but in 
literary as in other war-time no precautions can safely be 
omitted) has any unfavourable reference that I have made 
to musical prosodies involved the slightest disrespect to 
the great, ancient, and delightful Art of Music itself. I 
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feel sure that the Muse, or Muses, of Music would not 
object to anything that I have said and I venture to 
doubt whether any great composer or executant would 
ever dream of obtruding his art into an alien province 
It is the amateurs and the dilettanti who do this. The 
two main reasons why I have spoken disrespectfully (for I 
admit and I maintain the disrespect) of musical prosody are 
as follows — The first is, that — without, I think, a single 
exception — the fruits of it are bad , and the scansions, as 
far as they allow themselves to be comprehended in 
prosodic terms at all, prosodically wrong The second is 
the hopeless disagreement of the exponents Music, I 
have always understood, is a science as vpell as an art, 
and its symbolic terminology is scientifically arranged 
Yet, to take a single instance, and almost the latest, Mr 
William Thomson declares that Lamer 1 (of whom, not- 
withstanding, he thinks highly) “ allows his practice to go 
right in the teeth of his theory ” , that Chapman’s 2 nota- 
tion is “ obsolete ’’ , that Miss Dabney’s 1 “ never existed ” , 
that Professor Liddell's 1 “ fortunately ” few examples of it 
are “ wholly irrational collections of symbols ” , that Mr 
Ruskin is here “ absolutely beyond comprehension ” He 
may be right or he may be wrong each of the persons 
he censures may be wrong or he may be right But one 
thing is clear, that the use of musical notation ensures no 
kind of common ground for the users — that they arc as 
much at loggerheads as accent-men and quantity-men, as 
those who stress and those who foot it Take this, and 
take the almost universal and absolutely damning confu- 
sion of “ backward ” and “ forward ” — or, to translate the 
terms intelligibly, iambic and trochaic — scansion as identi- 
cal, and you have almost sufficient reasons for requesting 
musical prosody to stand down. Indeed the plain man 

1 See next chapter 

2 Not the poet, but a Rev James Chapman who, in 1818 and 1821, 
published two books, 1 he Music of Language and a Rhythmical Grammar 
of English He will be found duly noticed by Mr Omond, who, however, 
admits his “wholesale plagiansm ” from Steele and Thelwall Now, I do 
not love plagiarism — real plagiarism, that is to say — of this kind But a 
person who plagiaiises such stuff' as Steele's and Thel wall’s “ sLeals trash M 
with a vengeance, and is doubly to be extruded 
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need hazily go so far If he will remember the enormities 
of the usual " set ” song — the positive minority, and a 
very small minority too, of instances in which setting does 
not take liberties with the prosody — he will be satisfied 
that music is no safe guide here 

But there is also another direction in which we must 
look I must reiterate excuse if I have seemed heedless 
or impertinent in my refusal seriously to consider works on 
prosody which are based upon “ sound-lore ” Impertinence 
would be a sin towards my authors, heedlessness one 
towards my readers, both, as well as ignorance, sins towards 
myself also, which I should be very sorry to commit 
The truth is, that I do, after giving my best consideration 
to the matter, solemnly believe and profess that there is 
no help in Helmholtz for us, and that Ellis is a rotten 
reed Phonology, or phonetics, and prosody may seem to 
have an intimate connection they are certainly within 
speaking distance of each other , but so were Abraham 
and Dives It is possible that the principles of this science 
or sciences— I wish their exponents were a little more at 
one about them and about their results — may have had, 
at some remote period in the order of our creation, some- 
thing to do with the raw material of prosody But, by 
the time that prosody proper — that is to say, the actual 
art of arrangement of actual poetry — comes into existence, 
these relations are practically “ avay in de Ewigkeit ” 

I have never found one single instance in which they have 
been applied, by one single professor of them, m such a 
way as to throw the smallest light on the constitution, 
or to afford the faintest assistance in comprehending the 
construction and appreciating the beauty, of a line of 
Shakespeare or of Shelley I have seen innumerable 
instances in which they seem to have got in the way 
of such comprehension and appreciation In particular, 
phonetic and phonological methods seem to have assisted 
and stimulated the syllable-system and the stress-system 
in the capital enormity, which both share, of considering 
single sounds and not sound-combinations , and in another 
crime which is not confined to them, but can be (though 
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it never ought to be) committed by the foot-system itself 
— that of disregard of individual fingering by the poet 
That “vowel sounds of the same pitch have different 
harmonics present” is, I believe, an orthodox statement 
I should be prepared to accept it without authority and 
without apparatus But it does not get me one-millionth 
of an inch forwarder in comprehending, or in appreciat- 
ing, the prosodic magnificence of Prospero’s dismissal 
sen^nce, or of the last words of Cleopatra 
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CHAPTER V 

AMERICAN POETS AND PROSODTSTS 

Necessary selection — Bryant — “Maria del Occidente” — Holmes — 
Lowell— Leland — Emerson — Poe — His verse — His Rationale 
of Verse — Longfellow — Whitman — Rush — Lanier — Dr Price 
— Professor Gummere — Miss Julia Dabney — Professor Liddell 
— Professor Lewis — Others 


The wisdom of the serpent would perhaps dictate, as the 
least of two evils, the omission of this chapter altogether, 
seeing that insufficient notice is apt to give mote offence 
than total neglect But I hope I am, though perhaps a 
little, not much more of a “serpent” than Mr Winkle 
was , and while I cannot attempt to give a thorough 
conspectus, even from the prosodic point of view, of the 
abundant verse - production of the English - speaking 
Occident, it would be not so much offensive as ridiculous 
to pass over, sub sdentio , a department of our subject 
which contains, to mention here three things only, the 
astonishing poetic and prosodic originality of Poe , the 
epoch-making attempt of Whitman at poetry without 
metre , and the most influential, if not the most felicitous, 
of all attempts at English hexameters, which was made by 
Longfellow The fact that this last had to be brought 
in, that the chapter on the subject would have been 
ludicrously incomplete without him, still more necessitates 
the inclusion of the other two Moreover, in recent days, 
the United States have contributed very largely indeed 
to the study of prosody I shall do what I can, neglecting 
the consequences as boldly as nobler folk, who do what 
they ought, are advised to neglect them. 
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I am not concerned to dispute the contention »of some 
American writers that the earlier efforts 1 of the American 
Muse have been too cavalierly treated But I shall hardly 
be expected to sift them minutely here, especially as there 
is not, and could hardly be, anything strikingly novel in 
form to be found in them — so far as my not absolutely 
rudimentary knowledge of them goes I had often 
remarked with interest the prosodic correctness, in the 
best Sbnse, of Bryant, before, quite recently, I was surprised Bryant 
to find that as early as 1819, and in a paper which is 
thought to have been written some six years earlyer still 
(which would bring it before the publication of Chnstahe/), 
he had, in the North American Review , delfberately con- 
tended for trisyllabic feet in iambic verse The almost 
unerring, though sometimes a little ultra-catholic, taste 01 
Southey had made me familiar from childhood with this 
beautiful passage in the Zophiel 2 of the lady who called "Mina del 
herself “ Maria del Occidentc,” but whom men called ° LC1<Jcntc 
Mrs Brooks . 

And as the dove to far Palmyra flying, 

From where her native founts of Antioch beam, 

Weary, exhausted, longing, panting, sighing, 

Lights sadly at the desert’s bitter stream — 

So many a soul o’er life’s drear desert faring, 

Love’s pure congenial spring unfound — unquaffed, — 

Suffers, recoils, then thirsty and despairing 

Of what it would, descends and sips the nearest draught 

But there is nothing equal even to the last stanza, itself 
not the equal of the first, in the rest of the poem It is, 
in fact, a pure prosodic windfall, arising from the adoption 
of redundant syllables and double rhymes, which the lady 
(though a rather bold experimenter, as her Alexandrine 
in the text shows, and as is also shown by the constant 
extension of her quatrain to five, six, or even seven 
lines) rarely tried elsewhere, and never successfully 

1 I have unluckily not yet seen Professor Otis’s American Verse ( 1623 - 
f 8 oj) (New York, 1910), the first thorough dealing with this 

* Zophiel , or the Bride of Seven (London, 1833) As few people are 
likely to follow me through it, I may say that the passage is in Canto VI , 
not far from the beginning (p 230 of ed cit ). 

VOL III 2 I 
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Holrfles (in whose miscellaneous essays an interesting 
but mainly physiological paper 1 on abstract prosody will 
be found) is known to everybody as one of the deftest of 
verse-smiths He certainly practised before Mr Locker, 
whether he invented it or not, the admirable tragi-comic 
stanza-form, which brought him 2 one of the most exquisite 
things of the kind to be found in English 

The mossy marbles rest 
On the lips that he has pressed 
In their bloom , 

And the names he loved to hear 
Have been carved for many a year 
On the tomb 

n 

The varied skill of Mr Lowell in all manner of 
measures, serious and comic, is matter of common know- 
ledge Although the Biglow Papers might not have been 
written quite as they are if “Ingoldsby” had remained 
bodiless and in the gloom, they could not show a more 
thorough command of verse than they do And nobody 
practised light verse that is not mere burla — though it 
may have burlesque quality — more fascinatingly than 
Charles Godfrey Leland, from the days when dir Breit- 
niann “ came down to the sea,” and those when, after 
stormy experiences, he meditated on “ de infinite blue,” to 
the less cheerful period when “’Twas time for us to go" 
There are many others , but for our purpose I think 
it will be both permissible and advisable to confine our- 
selves (with one addition) to the three mentioned above 
for practice (and in one case for theory also), and to 
append a selection of the most noticeable prosodic studies 
which belong to theory only 

The “addition" may, at any rate this side the water, 
be a surprise Few people may have been accustomed to 

1 It is actually entitled “The Physiology of Versification,” and seems to 
me (though I am quite a child al these things) to have anticipated the 
" mnnopressunsts ” by its doctrines of “respiratory pauses” and “natural 
respiratory rhythm,” etc 

2 In the poem of “The Last Leaf” It may be well to mention that Ibis, 
and an excellent further selection of the light verse which, as we have 
pointed out, is specially impoitant for prosodic study, will be found in 
Professor Brander Matthews’ American Familiar Verse (New York and 
London, 1904) 
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think of Emerson 1 in this particular light , bat I have 
always myself seen him in it The peculiar octosyllabic 
couplets of which he was so fond, though rough in appear- 
ance, are very characteristic , his mixture of iambs and 
trochees (as in “ Rhea ") is sometimes quite effective, as 
is that of varied metres in “ Monadnoc ” His very short 
lines (“ Give all to Love,” etc ) are not tov tu^oi/tos, and 
I have seldom read a worse criticism than that of Thoreau 2 
on Tike “ Ode to Beauty,” that it “slopes too quickly to 
the rhyme” You may “slope” as quickly as you like, 
though you may not stagger But perhaps oneyof the 
most interesting things that I have found, in recent re- 
readings of the author of the famous “ lorfg measure " of 
“ Brahma,” is the suggestion, in a considerable number of 
poems, of the Whitmanian rhythmed prose You will 
find passages in 11 Monadnoc ,’ 1 in 11 Blight,” in the “ Ode 
to Channing,” and in many others, which tend to prose, 
just as we shall find the actual Whitmamc tending to 
verse How easily this might be Whitman's own 

I take him up my ragged sides 
Half-repentant, scant of breath 

It depends entirely on what follows and precedes in 
which harmony you read it Here again are three 
decasyllabics, quite good as such 

For I am weary of the surfaces, 

And die of inanition If I knew 

Only the herbs and simples of the wood — 

which make two perfect Whitmamc lines — 

For I am weary of the surfaces, and die of inanition 
If I knew only the herbs and simples of the wood — 

with an actual catalogue of these following 

Many years ago, when I was endeavouring to make Poe. 

1 For myself I have always thought that if Emerson could have dismissed 
certain things (especially Emerson) from his mind, and let others flow naturally 
into it, he might have been a very considerable poet For he had, as 1 try 
to point out above, distinct prosodic quality, and he had also many germs of 
poetic phrase 

2 I only ask for information but was there ever a more overrated person 
than Thoreau? 




484 


THE LATER NINETEENTH CENTURY book xi 


my way In literature by “ honest journey work in default 
of better,” I made the late Sir Leslie Stephen very angry, 
and shut one of the doors which had been opened to me, 
by describing Edgar Poe, in an essay which I sent him at 
his request, as “ of the first order of poets.” I have not 
changed my mind in the least on this point between 
1876 and 1910, and I am not sure that I should not 
also now call him very nearly of the first order of 
prosodists Neither then nor now, of course, shc_id I 
have^said that everything he did, in practice or theory, 
was ofvthis first order, in fact positive ignorance, and the 
lack of a sufficient education, made him lay The Rationale 
of Verse opeti to a good many damaging criticisms, 
against which one can only oppose the unhesitating 
assertion that, in spite of them all, he has the root of the 
matter in him As for his verses, he is one of the pierres 
de touche They are unequal, of course — extremely un- 
equal , but, if you think them valueless at their best you 
can only be asked to give your exact opinion as to 
‘‘What is a Pound ?” in poetry And it is to be feared 
that the value of this opinion would not be itself con- 
siderable 

Prosodically at least, there should be no doubt about 
him, except in the realms of unabashed earlessness. 
What perhaps may seem to some the chief instance of 
his prowess in this respect, the “ Bells," never appealed to 
me much It is all right, of course, in its own way, but 
that is merely the way of a not very difficult or dis- 
tinguished tour de force, a mechanical thing But there is 
no mistake about the “ Raven ” 1 from our point of view, 
though it is not a faultless poem from others The 
contrast of the rolling, racing trochaics with the fitful 
internal rhyme (now present, now absent, now extended 
to the next line), and the “ pulled-up ” quasi-refrain — 
that is not mechanical , or if it is, you may please 
supply machines that will do it, in any number that 
you like 

1 The value of his own analysis, as forethought or afterthought, must be 
left to individual judgment 




chap v AMERICAN POETS AND PROSODISTS 


485 


In some ways “ Ulalume,” the most open ef all to His verse 
parody, and — which some things open to parody are not 
— often perilously near to the ridiculous in its own actual 
expression, is finer still in prosodic suggestion 

Astarte’s be-diamonded crescent 
Distinct with its duplicate horn 

is a text for a sermon which would “ take another glass ” 
and»* 4 nany glasses, to preach satisfactorily As for 
“ Annabel Lee,” the miraculous power of the anapaest, 
which we have traced and studied so far and so' long, 
seems to have gathered "itself into something superhuman 
here I pointed out the extraordinary swiftness of 
Barham’s “ Smugglers' Leap ” , but here there is no 
comedy (which needs and helps speed) at all, and yet 
the swiftness rises, and doubles right through the poem, 
till, in the last stanza, you cannot keep up with it It 
leaves you panting far behind, as it sinks into the final still- 
ness of the tomb by the side of the sea But can he only 
play the dancing dervish — spin and pirouette and gallop ? 

There is sufficient answer in “ The Haunted Palace,” 
where the 

banners, yellow, glorious, golden, 

On its roof did float and flow, 

and where the trochees themselves float and flow and 
settle with the soft slowness of snow-flakes And the 
softness and the swiftness combine in " For Annie,” and 
the dangerous redundance of blank verse is almost, if not 
quite, conquered in one “To Helen," and the quieter lyric 
is perfect in the other , and there is a whole prosodic sylvn 
in “ A1 Aaraaf” It is only a handful of verse, this , with 
the inferior things it does not fill a hundred pages But 
how many long poems have the value of these “ sonnets,” 
as our ancestors would have called them ? Whoso thinks 
little of Poe, let him suspect that he knows about as little 
of poetry, and therefoie, for fear of accidents, had better 
say nothing about it 

But we must turn to that curious document — one of Hls Rationale 
the most interesting in this chapter and almost in this Verse 



486 


THE LATER NINETEENTH CENTURY book xi 


book — the Rationale of Verse 1 I have hinted that, for 
those who merely try to pick holes, it cannot be made 
“ looped and windowed ’’ enough The author was very 
imperfectly educated generally, and, I should imagine, 
knew extremely little of that literature of his subject 2 
which is at any rate invaluable as showing one what to 
avoid He was writing in partly conscious, partly un- 
conscious discipleship to one of the worst schools of 
English criticism, that of the thirties and forties, *which 
too frequently combined the swaggering dogmatism of one 
division of its predecessors with the somewhat anarchic 
impressionism of the other He was personally inclined 
to exaggeration and hasty assertion Finally, in 1848, 
when he wrote, everybody was talking about accent, and 
most people were talking about the hexameter — than 
which I cannot imagine a worse starting-point for dis- 
cussing general English prosody 

The consequence is that, as I have said, hole-picking 
is quite 11 at discretion ” I think, indeed, that Mr Omond, 
fairest of critics, has, by mistake, been unfair on one point, 
in saying that Poe “ omits all notice of silent spaces ” 
The reason of the mistake is to be found in Poe’s extra- 
ordinary terminology, and his careless use even of that 
When he says that the line 

March ! March 1 March 1 

is “ formed of three caisuras The cmsura is rejected by 
English prosodists and grossly misrepresented in the 
classics,” he talks, of course, ostensible nonsense But he 
shows, here and elsewhere, that by that unhappy word 
" ceesura ” he meant “foot partly made up of pause- 
syllable ” 

To criticise separate statements in such a composition 
and collocation of circumstances would be easy, but idle I 
could deny flatly a hundred of them I really think it is 

1 Woiks y ed In grim (Edinburgh, 1875), 111 219-266 

2 It is no contradiction to this that he makes a great display of erudition — 
even speaking of German treatises on Greek prosody It is indeed obvious 
that he knew nothing of classical scansion, since he makes a hopeless hash of 
such easy things as the chonambic rhythm of Maecenas alavis 
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not a mere hyperbole to say that there are hardly more 
than one or two detailed assertions that will pass muster, 
and that Poe rarely makes even one of these without 
giving a wrong reason for it, or advances a solid argument 
without making some slip in its application 

And yet the root or roots of the matter is or are in 
him He knows that variation, both in foot and line- 
length, is the secret of poetic melody He understands 
(thd^h the lovely and witty Miss Notable’s ancient joke 
of “ under stumble ” is justified by the fact that he stumbles 
over it) equivalence He knows that it is often impossible 
to determine the metre of a single line His attempts to 
fix the exact mathematical value of “length” aie futile, 
but his recognition of the variation of it is invaluable , and 
when he says, “ The object of what we call scansion is the 
distinct marking of the rhythmical flow,” he makes perhaps 
the exception to his general rule, promulgates the truth 
once and for all, and, with or without knowing it, sweeps 
musicians and monopressurists, apostrophators and accent- 
worshippers, thought-wavers and speech-wavers, all the 
Doubters and all the Bloodmen that beset the piosodic 
Mansoul, at once into the abyss 1 

But the quality which I recognise in Poe, and which 
estates him so highly with me, is higher even than this — 
that he begins with the poetry and adapts his theories to 
that In the case of a man who does this, Poetry herself 
will watch over him to see that he does not dash his foot 
against a stone But when a man endeavours, as nearly 
all prosodists do, to force his theories on Poetry, she will 
not watch over him , and the stones shall be many and 
bruising, to head as well as to foot 

The prosody of Longfellow , 2 even outside of the 1 ongfeiiow. 
hexameters which have been discussed, is a matter of par- 
ticular interest, because of the poet’s circumstances As 
a man slightly older even than Tennyson, and belonging 

1 The whole paragraph, p 25 S ed » should be read carefully 

2 We have, of course, nothing to do with the contempt expressed by 
Philistines of culture — a clan on whom Samson must have plied thL ass’s 
jawbone with the keenest sense of enjoyment and congruily — for Longfellow 
as a poet 
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to a country which was only starting an independent 
literary development, he might be expected to represent, 
and to some extent did represent, the latest “ inter- 
mediate ” school — that which had grown up to the 
inheritance of the older Romantics as far as Byron , 
but which had hardly assimilated Keats and Shelley, and 
had not felt the new wave of poetic inspiration that made 
1830 a year less noisily, but not less really, notable in 
English than in French literature On the other fiand, 
he was early despatched to qualify for his professorship 
by re^^dence on the Continent of Europe ; and study 
of Continental literatures enabled him, in some ways, to 
anticipate influences which did not work on his English 
contemporaries till later And he was himself a remark- 
able instance of plasticity, in both the passive and the 
active sense, as far as metrical form was concerned He 
was not indeed inclined to accept the severe command — 

Sculptc < lime ’ cisfele I 

in his prosodic creations He cast rather than wrought, 
and chose elastic moulds for the casting , but they were 
very far from being the moulds of the Itahan-image-man 
A “facile” poet who somehow knocks out such things as 
“ The Wreck of the Hesperus ” and “ The Skeleton in 
Armour ” on one side, as (with all its drawbacks) the 
Evangeline hexameter on another, and as the Hiawatha 
metre on the third, is one whose facility might, with great 
advantage, be chopped up into as many eyes and cuttings, 
and propagated as freely, as possible 

Moreover, if Longfellow’s music is easy (and it is well 
to remember that apparent ease is rather a misleading 
thing) it is always easy music , 1 and those who prefer 
difficult discord (which is perhaps not so difficult to pro- 
duce after all) may be left to their preference His design 
is almost always happy , his execution almost always 
satisfactory The alteration, for instance, of the old 
Romance-six in the Prelude to Voices of the Night, with 
the shift of the third line to the second place, and the 

1 From Lhis point I leave Evangeline and her companions alone 
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monorhyming of the dimeters, is very agreeable 1 “ The 

Light of Stars ” infuses into common measure, if not 
seventeenth -century witchery, something very different 
from eighteenth-century namby-pambiness The ana- 
psestic ballad form of the same measure has seldom been 
better handled than in “ The Wreck of the Hesperus" nor 
the trochaic fifteener than in “ The Belfry of Bruges " 
There is real genius in the acceptance of the simplest form 
of^«rds to get the utmost prosodic effect in 

I am Roland , I am Roland There is victory in the l^nd 

I have spoken on a former occasion (11 336) of the special 
attraction, from one point of view, of “'Jhe Skeleton in 
Armour " 

The plain but irregularly rhymed octosyllabic couplet 
comes out famously in “ The Occultation of Orion,” while 
the substituted form, with adaptation to semi -dramatic 
and narrative use, in The Golden Legend is really a triumph 
For easy conversational blank verse, if not for the greatest 
dramatic kind, you will not easily beat The Spanish Student, 
while in some of his well-known translations, “The 
Hemlock Tree,” “ I know a maiden fair to sec,” and others, 
he has shown ability to hammer verse to tunc in a way 
worthy of a pupil of Mimir or Wcland In fact Long- 
fellow represents, for America, the first, and pci haps up 
to this day the greatest, of the verse-makers who, as we 
have seen, carried on during the whole of the nineteenth 
century the principles of prosodic variety and adaptation 
— of multiplication and development of metrical forms as 
far as possible, on certain general laws, but with as little 
minor bye-law as possible 

After Poe, the poet of genius, who accepts, not un- 
consciously, the general laws of metre and produces 

1 Pleasant it was, when woods were green 
And winds were soft and low, 

To lie amid some sylvan scene 
Where the long drooping boughs between 
Shadows dark and sunlight sheen 
Alternate come and go 

The matrix may, of course, be taken as the common measure with addi- 
tion, and the masters as Coleridge and Scott — but that does no harm 
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masterpieces in them , and Longfellow, the poet of 
exceptional and wide-ranging talent, who applies his gifts 
to the formal, as to other parts of his art, with success 
unvarying, or varying only according to the possibilities 
of his experiment — there is an unusual aptness, an almost 
artificial completion of the set, in Walt Whitman, another 
poet of genius who devotes himself to formal, as to other, 
revolt 

The genesis of Whitman’s dithyrambic versiclw?' is 
sufficiently clear, even if we set aside the direct Emersonian 
suggestions which ivere hinted at above I do not know 
his letters, and the biographical writings about him, so well 
as I know his ptoems, and so 1 cannot say whether he ever 
gave his own account of it But, presumptuous as it may 
seem to say so, a poet’s account of such things is by no 
means always the true account of them That true account, 
in Whitman’s case, does not need a combination of the 
late Professor Owen and the living Professor Sievcrs to 
make out The impulsive cause of it was, no doubt, that 
natural and not disgraceful, though sometimes slightly 
comic, desire to be entirely original and American — to 
give an unadulteiatcd product of These States, — of which 
Longfellow, with the best right in the world, has made 
such excellent fun in Kavanagh The cause of pattern 
or suggestion was even more undoubtedly — still leaving 
the Emersonian following as unproved — the verse-divisions 
of the English Bible How far possible secondary causes 
of development by hints from Blake, De Quincey, 
Lamennais, 1 and others may have helped, is a more 
speculative division of the subject But the last and 
completely formative cause was, as it always is, the 
idiosyncrasy of the writer Whitman could and did write 
more or less regular metre, and his actual medium is 
often a plum-pudding-stone or conglomerate of metrical 
fragments Still the form which he mainly adopts, though 
hybrid between poetry and prose, is a genuine thing as far 

1 On the whole, and allowing for the differences of person, subject, and 
language, the Paroles (Tun iroyanl is sometimes surprisingly near Leaves of 
Grass 
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as it goes — a true hybrid, and not a mere Watertonian 
cobbling together of unrelated elements 

The result, at its best, is not easy to specify or 
exemplify precisely, because it has no ruling type Of 
one kind I really do not know a better example than 
a passage the praise of which, many years ago, excited 
the never-to-be-quenched wrath of one of the most 
“cultured” of American prints It comes early in Leaves 
of Srass} and is one of a series of similitudes for the 
grass itself 

Or I guess it is the handkerchief of the Lord, 

A scented gift and remembrancer designedly dropt, 

Bearing the owner’s name someway in the corners, that we may 
see and remark and say, Whose ? 

Here, it will be observed, there is, though no metre, a 
comparatively regular progression of a quasi -metrical 
kind, capable of several divisions no doubt, but grouping 
easiest into something like three, four, and six or seven 
examples of the “ prose-feet ” — pa;ons, epitrites, or doch- 
miacs — which we have occasionally mentioned The 
length of these versicles (which are batched in subsections 
of absolutely optional length) is quite irregular , they 
might be monosyllabic — though I do not at the moment 
remember, or in a casual turning over find, one , and they 
may extend to several lines, though they seldom do, 
except in the catalogue-pieces, to more than three 01 four 
Even on these last Whitman can often inculcate an 
excellent rhythmical undulation and final break But 
they naturally tend, at times, to something like this 

Not a move can a man or woman make lhat affects him or her in 
a day, month, any part of the direct life-time, or the hour of 
death, but the same affects him or her onward afterward 
thiough the indirect life-time 

That is not without rhythm — hardly any but the most 
abject prose is, — but it is prose pure and simple In fact 
no small part of the “ Verse " — he calls it “verse” him- 

1 “Walt Whitman,” section 6, subsection 28 (p 34 of the two-volume 
Autograph Edition Camden, N J , 1876) 
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self — if pointed straight on, would be indistinguishable 
from no small part of the prose (Democratic Vistas, etc ) 
which ts so printed, 

On the other hand, not a few of the shoiter or middle- 
cut verses have an inefficient suggestion of ordinary verse, 
as where the tails of the lines, and to some extent their 
bodies, give confused echoes of Evangeline hexameters, or 
Ionics a minor e clumsily and inharmoniously managed 
The fact is that people have not, as a rule, treatfhd 
Whitman ics sensibly, I have never myself been able to 
see whyNhey should be barred, as a variety of expression, 
when the poet (or whatever he likes to call himself) 
chooses them, afid can justify the choice. It is evident 
that the continuity of ordinary prose may be inconvenient 
for some subjects, and uncongenial for some moods It 
is, I think, at least fair matter of contention that the 
regularity of verse, even with all the easements and 
licences possible to it, if it is to remain verse, may 
be subject to similar drawbacks But I should doubt 
whether the medium will ever be susceptible of any but 
very occasional use , 1 and I am certain that the justifica- 
tion mentioned above will only be secured by keeping it 
nearer to verse than to piose, and by rigidly excluding 
purely prosaic passages Moreover, in a very large 
number of instances, verse would do even better what 
this does well And from Whitman’s actual experiments 
it is clear that had he chosen, and taken the trouble, he 
could have written beautiful verse proper Yet it is clear 
also, that in passages, and many of them, the marriage of 
matter and form justifies itself as a true marriage So 
let it be registered as such, with the banns and the warn- 
ings properly proclaimed and attended to 

1 Whitmanics were for a time, as was natural, essayed on this side the 
water , but not with much success The best I know are O’.Shaughnexsy’s 
11 Earth” in Music and Moonlight, and parts of a most admirable description 
of Oxford undergraduate life, entitled “ Toem of Joys,” which appeared in 
the Poems of “ Thomas White, jun ” (Oxford and London, 1876) But I have 
been credibly informed that there was "no sich a person,” and that the real 
Thomas, since he became senior, writes about prosody I wish I had any 
chance of reversing the process , and, in my second juniority or childhood, 
of writing anything so good as this “ Poem of Joys ” 
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We must now turn to the purer theorists who have, as Ruih 
I have said, been remarkably numerous in America for 
the last three-quarters of a century at least, and whose 
work, especially in isolated articles or papers, I do not 
pretend to do more than select for summary Bryant’s 
early defence of substitution has been mentioned. One 
of the earliest book- writers on the subject (or rather on 
something connected with it) with whom I am acquainted, 
JaYu«s Rush of Philadelphia, is so frankly physiological 
in his Philosophy of the Human Voice (1827), that if I 
had anything to say against him here, I should nrA say it. 

He worked his work — I doubt not, well — with the 
“Unequal Single Wave" and the “Drift of the Down- 
ward Vanish ” , but I have nothing to do with them, 
though I should like to write a poem with the second 
title Still some of his obiter dicta are almost as sug- 
gestive as those of Roe 1 There is not a little food for 
reflection in his observation that “ persons who sing with 
the greatest execution are rarely or never good readers ” 

And perhaps there is still more in this — that “ many 
passages by good poets cannot be read zvith satisfaction to 
a discerning ear" Perhaps this accounts for what he 
would call the “ Downward Radical and Vanishing Move- 
ment,” so noticeable to us m most handlings of prosody 
from the musical-elocutory point of view But he really 
does not even venture to handle prosody directly 

Poe and Holmes I have dealt with, and, outside them, Lamer, 
the chief prosodic attention of the middle century was 
given in America, as with us, to the evangel of Evangeline 
Butin 1881, just before its author’s death, I think, was 
published a volume on The Science of English Verse, which 
has had a greater reputation, perhaps, than any other 
American book on the subject In coming, therefore, to 
Sidney Lanier I come once more to a pas pinlleux 
Although Mr Omond sees numerous faults of detail in 
this enthusiastic, amiable, and apparently much regretted 
Southern poet and critic, he hails him as, on the whole 

1 V sup p 159 Rush followed Roe closely in date, and believed in 
Steele, Roe’s master. 
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sound in principle , and American prosodists generally 
seem to regard him as a prosodic Moses who was allowed 
actually to lead others to the Promised Land For my 
part, I can only close my visor, put lance in rest, and 
loosen sword in scabbard On no terms can I accept 
Mr Lanier here To begin with, he does not merely, like 
Steele (to whom he is ungrateful), use musical analogies 
and parallel explanations, but he interprets prosody 
wholly and exclusively in terms of music, and use-a no 
other symbols than musical notes Now this I am bound 
to pronmince something like impertinence, in the worse 
as well as in the less bad sense of the word. If I ask a 
man to translate some Greek for me into English, and he 
translates it into Spanish, I have a right to retort some- 
thing less than courteously His Spanish translation may 
or may not be correct 1 I may know Spanish enough to 
make it intelligible to me, or I may not The imperti- 
nence remains Secondly, I cannot understand how such 
a student as Mr Omond can credit Lanier with having, 
in the year i 87-something, “ finally established temporal 
relations as essential to verse,” “brought fundamentals to 
light,” and so on I cannot see that he did anything of 
the kind , and I am quite sure that, if he did, he was 
doing nothing new Every one who ever used the words 
"long” and “short,” and who did not go a- wandering 
after accentualism, had always known the temporal 
character of our rhythms But, as always, I bring Mr 
Lanier to the trial of the pyx, in particulars It may be 
that English iambic verse is in “3-time" from some 
crotchet-and-quaver point of view — it is not from any 
other , 2 and if it were, the whole beauty of actual 
“3-time” substitution would disappear However keen 
his musical ear may have been, his prosodic one must 
have been pretty dull , for his individual scansions are 
often atrocious, and he sees identity where there is at 

1 It is not, I hope, merely malicious to point out that hardly any two 
musical prosodists agree as to the actual rej>t esentativeness of their notation 
V sup p 477 

2 Not even from the strictest valuation of quantity , for even if — be 
taken as = two w’s, they are not lumped together as = 3 
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once the widest and the subtlest diversity • But one 
citation shall serve for a thousand Paradise Lost “ is 
written in the same typic form of 3-rhythm as Shake- 
speare's plays” Oh, very like a whale indeed, Mr 
Lanier — quite remarkably like a whale 1 

Of course I know I shall be told that it is my 
Philistine indifference to “pitch” and “ tone-colour,” and 
things of that sort, which makes me insensible of Lanier’s 
m 3 r't “ Hippocleides does not care” much In fact, 
when Hippocleides finds, not Lanier, but a pupil of his, 
declaring that such a sound as “ 00 ” in “ gldbm ” is 
“ peculiarly adapted to express horror, solemnity, awe, 
deep grief, slowness of motion, darkness,# and extreme or 
oppressive greatness of size,” he feels inclined to send for 
his table, and indulge in a few gesticulations Change g 
for b, and “ bloom," in flesh and flower, expresses " horror, 
etc, etc,” admirably, does it not? I have seen an un- 
published variation on Hudibras, which contains these 
reprehensible lines 

For all a /^owe/ician's rules 

Are good for, is amusing 1 

But let us not be irreverent Without irreverence 
one may say that Lamer is but another instance of the 
apparently immutable law, that music and prosody must 
be kept apart, great as they both are, and near as they 
come to each other 

Let it, however, be granted that a writer with such a 
sponsor as Mr Omond, and with so fair a herd of dis- 
ciples, deserves more serious treatment than this He 
shall have it At the very opening (p xiv ) of his 
preface Lanier remarks that the doctrine that accent 
makes a syllable long is “ unaccountable to the musician" 
Perhaps , but this of itself is evidence that “the musician” 
is not at the point of view , for this doctrine is certainly 
not “ unaccountable ” even to those prosodists, such as 
Mr Omond himself, who think it wrong The fact, as 
pointed out elsewhere, that accent has no place in music, at 
once shows that music and prosody cannot be on all fours 
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I have sai^ hard things of the acccntualists here — I could 
say harder , but to rule accent altogether out of English 
prosody would be, to me, absurd. You must keep it in 
its place, and take care that that place is a minor or 
subsidiary one — that of a caterer, valet, or some such 
official , but a place it must have. 

Again, Lanier’s doctrine that “ verse deals purely with 
sounds “ is dolosa It does , but with what kind of 
sounds ? He lays down in parallel statements (typogr^pni- 
cally ordered so as to indicate their importance), as his 
base-dd»trines, the propositions that “ the exact co-ordina- 
tions which the ear perceives as rhythm, time, and tone- 
colour, suggested to it by musical sounds, are music,” and 
that the ditto ditto suggested by spoken words are verse 
This, or rather the inferences from it, I deny In the 
first place, an unknown language produces a quite different 
effect from music In the second, the variation , and, 
above all, the composition, of spoken (or rather read) 
sounds is very different from, and infinitely more complex 
than, that of music You cannot get out of this by 
jugglmg about “ tone - colour,” and by arguing that 
different instruments vary the same note, and different 
performers the same notes on the same instrument 
There is no analogy here to the subtlety of verse There 
might be to the difference of Jones’s, and Smith’s, and 
Brown’s recitation of verse, even to the individual poet 
Jones’s, Smith’s, or Brown’s handling of verse , but that 
is quite a separate thing 1 

From this initial confusion we should be prepared for 
another , and it duly follows Even Mr Omond is 
staggered by the facility with which Lanier discovers his 
favourite “ three-rhythm ” alike in Anglo-Saxon verse and 
the Cuckoo-song, in Langland and in Chaucer The fact 
is, of course, that, by the usual processes of slur and shake, 
you can get almost any rhythm into any other musically 
— you can, as Milton contemptuously puts it, “ commit 

1 In fact one docs not read poetry, silently, with one’s own voice or any 
other, but with an abstract or generalised 44 mind’s voice,” almost or quite 
destitute of tonality , yet one perceives the rhythm perfectly 
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short and long" as you please You cannot do that on 
any sound system of prosody 

In fact Lanier shows eminently what all his kind 
show more or less They and the accentualists distribute 
— to speak with no irreverence — a breach of one of 
the laws of the Athanasian Creed between them By 
neglecting all but stressed syllables, and casting loose the 
others, the accentualists “ divide the substance ” of feet 
By ^heir promiscuous valuations of possibly equivalent, 
but actually different, foot- forms, the musicalists "con- 
found the persons ” Only by recognising the independent 
personality of different feet can the true nature of English 
verse be understood ; and, when you »nce leave that 
citadel of strength, you enter upon a labyrinth, the outlets 
of which are beset by Guest on one side and Lanier on 
the other, in the same fashion and position in which 
Gibbon long ago established Cennthus and Apollinaris, 
but not in the double “ twilight of sense and heresy ” 

On the other hand, the republication of Guest pro- Dr Price, 
duccd in America, as it did in England, the idea that a 
new revelation in English prosody had been waiting for 
acceptance I have for many years possessed — in fact 
it was, I believe, one of the first things that made me ask 
myself whether a thorough handling of the facts of that 
prosody was not desirable — a paper 1 by Dr. Thomas R 
Price, which was read before the New York Shakespeare 
Society on May 20, 1886 In this the author informs 
us that “ the old scansion by feet failed to explain the 
movement of the old ballad , it failed to explain the 
stately march of Milton’s blank verse , most of all and 
worst of all, it failed to interpret the freedom and grace 
of Shakespeare's matchless cadences" I think I may 
say that, by the frank acknowledgment even of some who 
do not wholly agree with me, I have shown in this book 
that it failed to do nothing of the kind in any of the 
three cases , but I am very little concerned to tripudiate 
over Dr Price on this score I wish to deal only with 

1 Papers of the N Y S S , No 8 , 41 The Construction and Types of 
Shakespeare's Verse as seen in the [«c] Othello ” (New York, 1888) 
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his substiPute for “the old scansion by feet" — the new 
“ scansion by staves ” He applies this particularly to 
Otlullo , but with a few references to other and later 
English poetry 

Now it will surely surprise any person who has not 
read Dr Price to be told, and any one who reads him to 
find, that after all “ the old scansion by feet ” reappears 
at the door, apparently not a penny the worse from having 
been staved out of the window He finds staves #from 
Beowulf to Tennyson, but these staves are trochaic, dactylic, 
logacedic, and anapaestic They have anacrusis , they 
are catalectic or “ full ” , they exist in dipodies, tripodies, 
tetrapodies, etc* The only difference is that they are 
lumped — taken in batches instead of individually “ New 
presbyter” is indeed here “old priest writ large” with a 
vengeance I have been rebuked for prosodic jargon, 
but have I ever called half a line anything worse than a 
tripody catalectic, syncopated in the first foot ? 

But “ let us to the magazine,” as the pirate in yellow 
boots observed — that is to say, to the actual scansions 
Dr Price is an unhesitating trochee-base man All iambic 
lines are “trochees with anacrusis” So he makes Othello’s 
broken line, I m 261 — 

Let her have your voices, 
a trochaic tripody 

I feel constrained to complete this in a manner which 
would form an excellent catch for the comic stage 

Let her have your voices — ( cheers ) — 

This my heart rejoices ] 

Every girl and boy sees 
What a dear she is 1 

The compound line, III ill 215 — 

Not a jot ] not a jot | 

I’ faith | I fear | it has, 

one of the simplest things in Shakespeare, is indeed 
“ anapaestic,” but it is in some mysterious fashion " cata- 
lectic ” (there is not a syllable wanting anywhere), and 
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has an “ anacrusis " of two syllables. AnotHer, equally 
simple and regular, not even compound, V 1 4 7 — 

Here's one | comes in | his shirt | with light | and weapons, 

is an “ abnormal 11 lire “ syncopated in the first foot ” 
Really “ Bil Stumps his mark ” becomes hardly a parody, 
after such hopelessly absurd muddlings of the clearest 
water 

• Let us, however, take one other example from Dr. 
Price It is, of all marvellous things, from "The Two 
Voices” Now there are, of course, trochaic beginnings 
in “The Two Voices” They are accounted for, on the 
system of this book, with no difficulty and^with no violence. 
Rut Dr Price would scan — 


Again the voice said unto me, 
Thou art so full of misery, 
Surely 'twere bettei not to be, 

because of “ Surely ” in the third line — 

A 

gain the 

voice said 

unto 

me, 

Thou 

art so 

full of 

miser 


Surely — 


y. 


where, it may be observed, the obvious trochaic beginning, 
if relied on, disturbs any subsequent trochaic rhythm , 
while if it is not, the suggestion vanishes — not to mention 
that in any case the “ridiculousness’' of the division, 
which even Ruskin noticed, remains One really need go 
no further 

Professor Gummere is, I suppose, the chief living Professor 
authority in America on English Poetics , and his book Gun,mere 
with that title 1 has had a long and well-deserved reputa- 

1 1885 His later Beginnings of Poetry (1901) has a special subject, with 
which we are not much concerned AnoLher American manual of authority, 

Professor H Coison’s Punier of English Vase (1892), consists of useful 
notes on various things from the axr, xa point of view 
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tion. It seems to me, however, that Professor Gummere 
is more really interested in theories as to the origin of 
poetry — its connection with savages, dancing, etc. — and 
in questions relating to the not quite similar origin of 
forms (his treatment of ballads is again famous), than 
in the contemplation of English verse as a sifted and 
arranged mass, and in the development, from this sifting 
and arrangement, of the principles common to it In his 
Poetics he contrasts quantity and accent, on strict “ time ” 
principles in the former case and “ stress ” principles in 
the latter I have said often enough, and perhaps too 
often, that I think the conduct of inquiries on this basis 
a case of propter i itam vivcndi perdere causas — or the other 
way, which is practically the same He inclines chiefly 
to accent , allows (which is no doubt much) the pause- 
foot or half-foot , but, like almost all his clan, avoids and 
evidently distrusts feet themselves He brings to a point 
an aporia which has pervaded prosodic inquiry largely of 
late by saying, “ Every one knows, or ought to know, 
that the classical iambus or anapaest is very different from 
the iambus or anap^st of modern poetry.” Now I 
have been so bold as to say “ Is it ? ” My boldness 
is tempered by trepidation , for I am quite aware that 
powerful folk of all sorts do concede this But, after all, 
I have been tolerably familiar with both classical and 
modern poetry for a good many years, and I sometimes 
wonder whether the people who are most familiar with the 
one — cither one — usually know most of the other — either 
other That classical combinations of feet — nay, that 
classical feet isolated, if you can isolate such a gregarious 
thing as a foot — are different from English , that in 
modern French it is questionable whether there is a foot 
at all, except as a kind of metrical fiction , that German 
relies chiefly on stress, and Italian and, still more, Spanish 
on a kind of bar-syzygy, I am disposed to allow, in fact to 
assert But the extraordinary compositeness of English 
seems to me to have brought with it a sort of sixteen- 
quarter heraldry of characterisation An English iamb 
in English may have differences from a Greek one in 
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Greek ; an English dactyl (when you find him} may have 
more But the relations of the feet to the general structure 
of the language do not strike me as “ very different ” — 
hardly as different at all Euripides, with allowance for 
Greek, and Milton, with allowance for English, seem to me 
pietty close prosodically. Homer and Clough are very far 
apart, not because they use different feet, but because the 
f^pt march together in one language and kick against each 
other in the other 

For the rest, the old crux of individual ti^ts tells 
against Professor Gummcrc, with me When a man can 
find only four accents in 

Which Jews might kiss and infidels adore, 

I “ look at him very sorrowfully,” as an excellent story 
has it , and a heroic line with only two real stresses (I do 
not think an example is given) appears to me a sort of 
heroic cherub — possibly beautiful, but distinctly incomplete 

If enthusiasm and frank acknowledgment of indebted- Miss juim 
ness to authorities were sufficient to justify a book, Miss Dabney 
Julia P Dabney’s 1 would be more than justified It may 
be added that she seems to have taken not a little trouble 
to acquaint herself with modern writers on her subject, and 
that though her knowledge of verse seems to be rather 
more supplied by them than by the actual poets, it is not 
so very small Here, however, one fears, praise must stop 
Miss Dabney is hopelessly musical , and her knowledge 
of the history of her subject seems to begin surprisingly 
late She thinks that Coleridge “ made a great discovery ” 
in basing verse on accent , and she thinks that Mr Sidney 
Lanier's was, not only a brilliant, but the first deliberate, 
attempt — the attempt of a "pioneer" — to use musical 
notation Now it is hardly necessary to say that, however 
important Coleridge's practice may have been, his “ dis- 
covery ” of principle (putting his expression of it quite 
aside) was the discovery of a secret de Polichinelle, and 
that Mr Lanier “ pioneered ” a path as beaten as the 
Appian Way, and built a bridge as new as the Pont Neuf 

1 The Musical Basis of English Verse, London and New York, 1901, 
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Miss Dabntfy’s original propositions, when they cease to be 
ingenuously romantic (" In the beginning, out of the mists 
of Time, hand in hand came those two sisters of Art, 
Music and Verse,” etc), are too often something more than 
questionable Verse is “ purely a matter of vibration ” , 
so one supposes that a “Veedee vibrator” might with 
advantage replace the antiquated lyre and shell, if not the 
poet himself. Octosyllabics (“ 2/4 verse,” aS she calls them, 
which suggests gloves) have “the least internal mueic" 
of any ^netre (hear it 1 Comus and II Pcnseroso , hear it ' 
ye “ Lines to A L " and The Ring given to Venus) 
Common measure is “ the feeblest of all vehicles for poetic 
expression” Aitd this feeble vehicle carried poets of the 
seventeenth century to the heart of the rose of the seventh 
Heaven of Poetry 1 One is afraid that Miss Dabney’s 
book, like the Rake’s play, “will not doe” 

I am afraid I can say nothing complimentary of 
Professor Mark H Liddell's Introduction to the Scientific 
Study of English Poetry (1902) It is written with that 
complacent confidence (Lord Melbourne would have used 
a more familiar phrase) which is frequently connoted by 
the use of the words “ science ” and “ scientific ” , and, as 
that use also prepares one to find, it is in the main a 
XeiTovpyla to the great goddess Terminology, whom the 
unkind sometimes call Jargon Mr Liddell is as con- 
temptuous of accents as of feet — of feet as of accents. 
“ Thought- moments,” “ attention -stresses,” “normal con- 
comitants of ideation ” — these are what he offers us He 
is, I believe, a good scholar in Middle English , but he 
shows little knowledge of English poetry as a whole, and 
(which is no doubt of less importance) less of the history 
of prosodic inquiry In fact, though he is not an 
accentualist, he is a stress-man, which means that almost 
entire anarchy is substituted for an at least apparent 
constitution Lastly, Mr Liddell is given to obiter dicta, 
which are dangerously subject to 11 retorsion ” “ Chaucer 

and Horace had never heard such a speech as we put 
into their mouths ” I am for once inclined to be a 
stress-man, and to italicise that “ we ” For I am pretty 
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certain that Mr Liddell does not know, any ^nore than 
I do myself, how Chaucer pronounced, and I do not believe 
that any one has any but a very faint idea of the pro- 
nunciation of Horace This, no doubt, is outside the 
main matter , but on that main mattei I should say that 
Mr Liddell is always outside His system is a rhetorical- 
philosophical fifth wheel to a coach of prosody which 
unfortunately lacks the other four I do not think it will 
travitl far 

I can speak with much more approval, though not with 
very much more agreement, of Professor Chaifton M 1 
Lewis’s Foreign Somces of English Versification (1898) and 
Principles of English Verse (1906) Hgrc there is much 
learning and a scholarly manner, while a gicat many 
of the separate observations are true and sound Un- 
fortunately the old evil of insufficient ear, and the almost 
equally old one of wandering away from the sound foot- 
system after will-o'-the-wisps of “ stress ” and “ rhythm ” 
(Professor Lewis does keep himself from such more 
fantastic idols as “ tone-colour ”), prevent complete satis- 
faction He thinks, for instance, not merely that the 
iambic lines of Chnstabcl are associable with the anapaestic 
ones, but that they are individually homogeneous , and 
that the differences of name (anapmstic, tiochaic, iambic, 
etc) are “due to the inadequacy of the system” It is 
just the other way His system is self-condemned of 
inadequacy when, for instance, it judges a passage (alieady 
quoted by Mr Omond) — 

The house dog moans and the beams crack, 
to be the same , in pionounced rhythm, as 

The house dog moans and (he beams are cracked 

The two are equivalent , and adjustable to each other in a 
common scheme , but they are as far as possible from 
being identical, and, as Coleridge himself showed, even the 
adjustment requires care, lest confusion of rhythmical 
basis result Each could, in fact, be fitted with com- 
panions which would make perfectly diffeient rhythm-totals. 
Professor Lewis, however, does not wholly reject feet or 
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their traditional names, though he has some curious ideas 
about their qualities , and he is duly, if not quite dts- 
tinguishmgly , regardful of time He seems to me, if I may 
say so without offence, to have begun theorising and 
" researching ” a little too early, and before he had im- 
pressed the poetic facts sufficiently on ear and brain 

There remains a considerable number of American 
books and articles, some of which are actually by my side 
or upon my shelves as I write, and more of which Ichave 
read and annotated, but which space, and other considera- 
tions already referred to, make it impossible for me to 
notice in detail The great increase of “ post-graduate ’’ 
study, and of subsidiary courses, in the American Uni- 
versities, and the extensive adoption of the system of thesis- 
monographs, have naturally contributed to this produc- 
tion, and will contribute. A few books and writers should 
probably be at least mentioned. The bibliography and sum- 
maries in Professors Gayley and Scott’s Introduction to the 
Methods and Materials of Literary Criticism (Boston, 1 899) 
— a book the value of which has been again and again 
acknowledged by those who have used it during the last 
ten years — cannot be too highly praised , and each of its 
authors has done independent work on the subject — of 
which I may specially refer to Professor Scott’s paper 
on “ The Most Fundamental Differentia between Poetry 
and Prose.” Professor W H Browne (to whom I am 
indebted for courteous review of my own work, and even 
more courteous private communications) wrote, as long 
ago as 1890, a paper on the “ Structure of English Verse,” 
which he has, I believe, followed up with others He is a 
stave-man with strong views of his own on other points , 
but I think we could establish a Concordat Professor 
J W Bright, who contributed in 1901 a paper on "Gram- 
matical Ictus in English Verse” to the Furmvall Birthday 
Miscellany, has, it seems, made quite a school , but I do 
not find clear guidance in his work as to how I am to 
"approximate the exaltation of the poet,” though I most 
heartily agree in the desirableness of doing so as far as it 
can be done Professor Corson’s Primer of English Verse 
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has been already noticed , as may be now a lcjng series 
of works on ./Esthetics by Professor G L Raymond 
Lastly, two very useful books, English Verse (1903), and 
An Introduction to Poetry (1909), by Professor R M. Alden, 
contain — the first, a large collection of examples and a 
good deal of precept , the second, an expansion of the 
precept, with considerable summary and discussion of 
pieceding prosodists I wish I could agree with Professor 
Al3e4 that “ recent writers have seemed to tend more and 
more towards agreement on certain substantial principles” 
But he has himself collected opinions with care, and Aas not 
seldom criticised them with acuteness I refer elsewhere 1 
to what 1 think a shortcoming of his in rcfeijcnce to a phrase 
of my own , but to multiply such things is impossible 
1 V inf App II. 
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There is perhaps not less real arrogance than there is 
appareSit humility in the famous description of the relations 
of the man who begins a book and the man who finishes 
it, as being thqse of scholar and tutor For my part I 
should be satisfied, and more than satisfied, if the reader 
of these three volumes has been made by them scholar 
enough to tutor me in some respects I have undertaken 
no task, and I desire for myself no credit, but that of 
setting out, in fairly orderly fashion, the procession — the 
pageant, if the word be not hacked to death — the 
pilgrimage of the life of English poetry, in its formal 
manifestations, from the time when, as English poetry, 
it began to exist I have indeed tried to make this not 
a meie chronicle or a mere tabular conspectus, but a real 
history, written from that uniting point of view which 
every real history must have But I have endeavoured 
also — and I hope I have succeeded in doing it — to 
prevent my point of view from getting in the way of my 
readers' vision Mitford and Guest, practically the only 
English writers who have ever tried, even partially, to do 
the same thing, did, I think, especially in the last case, 
commit this error, and even if they had not, I have over 
them the illegitimate advantage of seeing two, if not 
three, stages further than Mitford, one, if not two, stages 
further than Guest, could possibly see The greater 
advantage brings, of couise, the greater responsibility 
In this final chapter — which must do the triple duty 
of Interchapter to the previous Book, of interim summary 
to this volume, and of Conclusion proper — I do not 
propose to expatiate much I have, I think, honestly 
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informed the reader of -the pofnt of view abov^ referred 
to , I have endeavoured, without lugging in discussion of 
it by head and shoulders, to justify its adoption where it 
seemed proper to do so , and the Appendix will enable 
me to take up some special or general points Here we 
may sail fairly “ easy ” as a preliminary to dropping the 
anchor 

. To those to whom my system seems inadequate let it 
be inadequate, and to those to whom it seems mere 
scholastic jargon let it remain so If Gallio were in the 
chair now I have not the slightest doubt that he Vonld 
call the scansion of English heroics by iamb 01 trochee, 
and the scansion of English hexameters by dactyl or 
anaprest, “ questions of words and names ” I dare say 
Ippolito d’Este would dismiss the whole collection of 
things as something which the unexpected prudery of 
Italian literary historians wrangles about, in lcgaid to 
its exact designation I rather fear that Jeffrey (though 
he was no such bad critic, on the whole, as people think 
sometimes) would decide that it would never do Yet 
somehow the more competent judgment of postenty has 
not quite validated the decisions of the proconsul and 
the cardinal and the editor The question, once more, 
comes to this, " Whether some system of analysing the 
characteristics of verse, and, in a vaguer way, of verse- 
diction, does not add to the appreciation of poetry, and so 
to the pleasure and advantage of mankind ?” Yet further 
to this, “ Whether this particular system does not, with 
most extension and least contentiousness, contribute to 
that analysis ? ” 

I am content to leave the decision to my readers 1 

These readers will have found in this final Book, 
besides a certain amount of matter which seemed neces- 
sary for completeness from various points of view, the 
history of the last completed stage of nineteenth-century 

1 By an odd chance, I had written these woids some weeks lie fore a 
reviewer in the Guatdzan , to whom I foimcrly referred, and who disagrees 
with me on several important points, acknowledged that “ it is quite possible 
that this is the only melhod which is capable of being worked up into a 
complete system ” 
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prosody, «and not a little of twentieth The features of 
that stage, if not so novel as they have seemed to some, 
are what is far more interesting than mere novelty — 
“true,” as the florists say — accurate developments of 
former stages. The body of verse, of which Mr Swin- 
burne was the latest and the greatest master, displays, 
it may be in its furthest immediate form, the group of 
tendencies which, originating from the reaction against 
eighteenth - century styles, and especially against the 
Popian couplet, was strengthened, varied, and regimented 
by th& individual poetic powers and predilections of the 
great group of poets from Wordsworth to Keats These 
poets did not, ,to any large extent, devote themselves to 
prosodic theory , but their prosodic practice, in regard both 
to metre and to diction, was of enormous importance 
Reaction and production together tended, as has been 
shown in former Interchapters, in the first place, to a 
great multiplication of metres , in the second, to a free 
though by no means anarchic management of the metres 
selected , and, in the third, to the substitution, for one 
particular and limited convention of ornament in diction, 
of an immense enlargement of the poetical dictionary — 
an enlargement in all directions — plainness, archaism, 
familiarity, gorgeousness beside which eighteenth-century 
conventional ornament grew pale, technicality, everything. 

Further, the piactice of poetry under these influences 
resulted in phenomena of divers kinds, and not easily 
arranged in other than cross-division — a great preponder- 
ance of lyric , the strenuous and constant endeavour to 
increase the range of appeal to the reader's faculties of 
mental sight and hearing , some others perhaps 

These things — manifested in the whole period, and 
thus proper to the concluding remarks on the volume as 
well as on this Book — became more and more evident in 
the time and at the hands of Tennyson and Browning, 
and most evident of all in the work of the poets most 
immediately under consideration Rossetti’s influence as 
a painter, and the strong pictorial element in Morris, 
could escape no one Mr Swinburne was more purely 
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an artist in words , and though, as I have tried ,Jo point 
out, both his companions were great prosodic practitioners, 
there could be no question of his pre-eminence in prosodic 
virtuosity. It was, in fact, so great in degree that it was 
mistaken in kind, and that it received compliments on its 
originality which would have been much better addressed 
to its admirable “improvement” (in the best sense of that 
term) of the lessons of the ancestors. 

T^he, developments of these principles and practices, in 
their last stage, we have seen in the preceding Book • 
whether we have seen anything that will definitely either 
oust or develop them further is a question which I do not 
attempt to answer We have seen in the ^further past — 
and he was a wise man who said “ The Past is the Self 
what it is and what it shall be ” — two forms or varieties 
of vicissitude in more or less accomplishment There has 
been the steady development, on the same but extended 
lines, which we have seen from St Godnc to Mr Swin- 
burne , and there have been various checks, offsets, sets- 
back, and other complications of reaction, or revolt, or 
mere experiment, such as the alliterative revival, the 
wanderings in the wilderness of doggeiel, the attempts — 
always unsuccessful, but constantly revived — at classical 
versing, and, most remarkable and pertinacious of all, the 
limitation in form and rule imposed on the poetic spirit 
during, and for some little time before, the eighteenth 
century To which of these two divisions our rhymeless- 
ness, our discord-seeking, our stress- prosodies and other 
things belong, Time will show But one thing I think 
we may dare say that even he will not show, and that is 
any positive and final solution of continuity in the general 
course of English prosody 

The characteristics of the last minor stage have been 
also those of the major , and the curious knitting of 
nineteenth-century poetry, by the length of life and the 
continuity in production of its poets, brought this about 
necessarily Tennyson himself was born in the first 
decade of the century, and lived mto the last , he actually 
published verse from the second to the tenth decade. 
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At the foment (itself the very centenary of his birth) 
when I write these words, there is still living 1 one of the 
authors of the Bon Gaultier Ballads , published sixty-five 
years ago There never has been so long a time — ill 
years if vve start from the Lyrical Ballads , 129 if we 
start from the Poetical Sketches — during no single year of 
which there was not living a poet — during few years 
of which there were not living several poets, who had 
published, were publishing, and were to publish, vtork of 
the first order in poetry And there never was one so 
knit, overlapped, latticed, cross-hatched, intertwined, as 
regards the style and characteristics of that poetry 

Yet these jdl developed legitimately from the earlier 
history, if— in regard to its immediately earlier stage — 
partly by the way of resilience and reaction All the 
story is one , and that — with some things as to the 
character of the story — is what I chiefly hope to have 
been able to impress on such readers as may have been, 
or may be, good enough to follow me through the long 
unrolling of it I have been (not too severely) impeached 
of diffusiveness , but I really do not know what I could 
have omitted, without omitting at once something not 
unimportant in itself and something all-important in the 
history as such The gradual formation of the blend 
called the English language, and the concomitant deter- 
mining of a new blend of prosody — not French, not 
Latin, not Old English, not a mere mechanical jumble 
of all three, but a new chemical compound, or a fresh 
sculpturesque configuration — formed the subject of the 
eaiher part of the first volume , and I must again repeat 
that if any one really wishes to understand English 
prosody up to its very latest stage, or in any of its stages, 
it is this Period of the Origins that he must study Guest 
studied it with his mind made up, his spectacles ready 
coloured, and a determination to look only at what had 
come before, not at what has come after it Mitford had 
no full oppoitunities, nor any satisfactory apparatus, for 
studying it, while he also had a theory There have 
1 Sir Theodore Martin died a few days later 
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been many modern students of it, with ever-iicreasing 
provision of the facilities which Mitford lacked But they 
have generally approached it from the philological side 
only , they have, in the majority of cases, been students 
rather of parts than of the whole , they have very seldom 
indeed allowed the lessons of subsequent poetry to have 
their fair influence , and they have almost to a man 
adopted, without investigation, the accent- or beat-system 
which has been foisted in from abroad, and developed by 
persons lacking English tongues or English ears, and 
mostly under the domination of an artificial and arbitrary 
system of phonetics 

What these various influences produce^! was the Foot 
(see App I ) — that is to say, the integral collocation of 
“ long ” and “ short," “ strong ” and “ weak,” “ accented ” 
and “unaccented” syllables This constitutes the differ- 
ence of English prosody, on the one side from French, 
which is syllabic almost wholly to begin with, though 
influenced and qualified at the end by rhetorical or 
individual “ fingerings ” , on another from German, which 
is accentual mainly, though with tendencies towards feet , 1 
and on yet another from the strict classical prosodies, 
where the feet are constituted from more or less invariably 
and antecedently quantified or quantifiable syllables It 
comes nearest to the foot of Latin accentual prosody 
(whence probably the error about English accent being 
its foundation), but is differentiated by the absence of 
that apparent pull against quantity which (again the 
cause of serious error in regard to English) does some- 
times appear in mediaeval Latin, and is flagrant in such 
earlier barbaresque verse as that of Commodian , 2 

1 I must not be misunderstood here The prosodies of German and 
English are of course very close, and in blank verse especially German is 
even more apparently “ regular” than English, but Geiman pulls more 
towards Accent, and English more towards Quantity 

a The Commodiamc hexameter {v sup 1 18) is sometimes an odd counter 
part to our more modem English attempts, such as those of Mr Stone and 
Mr Bridges But on this point, and on the remarks above as to foreign 
prosodists, I would invite attention, from those who know how to “ transpose,” 
to some striking observations of Pepys Samuel knew nothing about verse , 
but lie knew a good deal about music, and he was one of those absolutely 
natural men whose observations, when they are shrewd as well as natural, go 
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It the later business of the First volume to show 
how this foot-arrangement, slowly emerging in distinct 
but incompleFe - comliliOTis— during the thirteenth and 
fourteenth centuries, was, by the sudden application of 
Chaucer’s genius, brought to what perfection it could, in 
the state of the language, attain , how changes in word- 
structure and in pronunciation, uncombated by such 
genius as his, reduced most literary poetry in Southern 
English to something like prosodic chaos in the fifteenth 
century, though folk-song went its own saved and saving 
way, "and how, with the New Learning and the settlement 
of the language, but still under a terror of the doggerel 
anarchy which ^had prevailed, things grew slowly better, 
till Spenser established the form of English verse afiesh, 
brought out the foot-arrangement once more unmistak-' 
ably, but (as was natural and fitting in the circumstances) 
kept to the side of order, and latterly did not even 
adventure m the freer but still orderly lyric 

In the Second volume we saw how this re-established 
command of the foot by degrees, owing partly to real 
lyric, but still more to the great adv" " H ’™ blank _verse 
—which showed that the foot had “felt itself” and its 
power independently of rhyme, — attained once more the 
full franchise of equivalence^ aru! began to show, in 
Shakespeare and Milton, the astomshing and ^almost 
miraculous pdwers‘"ori;he"“English blend We saw, too, 
how even yet things were not finally assured, and how, 
after the extravagances of the enjambed couplet and the 
“ second doggerel ” of broken-down blank verse, another 
peuod of severe restriction was found necessary, and was 


very far in matters with which they arc acquainted *• I am convinced more 
and more that, as every nation has a particular accent and tone in discourse, 
so as the tone of one not to agree with or please the other, no more can the 
fashion of singing to words , so that the better the words are set the more 
they Lake in the ordinary tone of the country whose language the song speaks 
So that a song well composed by an Englishman must be better to an 
Englishman than it cm be to a stranger, or than if set by a stranger in 
foreign words” (Easter, Ap 7, 1667, just before 14 The Dutch in the 
Medway,” ed Wheatley, vi pp 260-261) This passage, which Lord Bray- 
brooke omitted, is for infinite thought , and may plead for Samuel against 
many Dianas, and Betties, and Dolls, and so forth 
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provided by the tyranny of the other form of ccuplet, and 
of few and strictly tied-up lyrical measures, during the 
eighteenth century 

And here, in the Third, we have seen another loosin g 
of tlje bonds, another exul tation q[ fre edom — whether 
also anofher "fenden ry tn ex ces se s — beyond and ng.imst 
prosodic nature, it is not necessary to say In the 
, chapters of it I have not attempted to sum up the 
gerTeml prosodic character of Mr Swinburne and Mr 
Morris, of Tennyson and Browning, even perhaps of 
Shelley And Keats — as it is now possible, and as it was 
not for Mitford or even Guest, to sum up those of Chaucer 
and Spenser, of Shakespeare and Milton, of Dryden and 
Pope I doubt whether the person is yet born — he is 
certainly not long out of his cradle — who can do this, or 
for many years will be able to do it The perspective of 
the past is not yet firm enough for that But I have, I 
think, given the intermediate and preliminary analysis 
— in a way which may be useful even to the person 
who has been or may be born to do it completely — ohne 
Hast, dock ohtie Rast At least this is what I have tried 
to do 

But at any rate I believe that it has been found 
possible, in these volumes, to trace and to set forth, with 
(as I at least hope) a coherence and completeness not 
easily to be found in any single exposition earlier, a 
possible and logical life-history of English verse for the 
last seven centuries, supported throughout by examples 
of fact, and conforming itself unceasingly and ungrudgingly 
to this fact and to nothing else To me it seems that 
this could not be done by any other system — that all 
other systems meet and break themselves against lrre- 
concilablenesses of one sort or another in the historic 
sequence , and that, still more, they meet with constant 
particular difficulties, which they have to evade by 
unnecessary and improbable “ epicyclic " explanations, 
or else to leave frankly unsolved , while (as it seems to 
me also) their particular explanations, when achieved, 
are constantly at variance with the demands and the 
VOL III 2 L 
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commarxis of the ear Of course it is conceivable 
(though, I own, with great difficulty by me) that there is 
no system — that English prosody is not a natural and 
orderly development on biological principles, but a 
succession of haphazards, a drift* of unconnected and 
uncaused atoms, dependent on chance, or individual 
genius, or definite “ copying ” from foreign models If 
anybody can believe this, I frankly grant that all this 
book is, in my favourite quotation, “ lost labour hnd 
light-minded folly ” Otherwise it is not quite that 
perhaps, but at the worst a confession of faith, arrived at 
and supported by an exposition of fact The chief -dogma 
of the creed, an^l the chief fact discovered and expounded, 
is the Foot 

And now quid plura ? I have done what I could to 
show in this book that the formal part of English poetry 
is no negligible thing, and that it is still less a thing to be 
regarded as purely mechanical on one hand or purely 
haphazard on the other. It is to me the life of poetry — 
a life which, like other lives, is mysteriously and inex- 
tricably blended with other things, but which is still, in a 
way, separable. 

And I have further tried to prove that if this special 
life is conferred on the bare meaning, it is conferred by 
Prosody, through its two engines of metre and diction. 
How these engines have worked , how they have been got 
ready, especially on the metrical side , how they have been 
applied and perfected by twenty generations of those 
greatest benefactors of the world, the poets — I have tried 
to show How inadequately I have done it no one can 
be more conscious than I am But I know that the 
causeway under my feet, through whatever floods of doubt 
and difficulty, “ holds hard as wood ” , and that those who 
pursue it will reach the Little Tower of appreciation of 
poetry, whence no man was ever yet dislodged 1 

1 For, as the Judicious Poet writes 

The lip of a girl, and the lilt of a verse, and the lap and the lift of the sea— 

Of all the things that the world has seer — of all that ever shall be 

Of all God’s works in heaven and earth, there is nothing to match These Three 
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At any rate, I may perhaps be allowed to repeat the 
assurance that the system so persevenngly recommended 
during this book is no result of casual theoretic whim, 
forcing fact into accordance with it, nor of obedience (or, 
what is still more common, opposition), to teaching in 
early days I never was taught any system of English 
prosody, and, as it happened (it may seem odd, but is 
true), I never read any books on English prosody till long 
after I, had formed my own ideas on the subject And 
these ideas were formed and fostered, developed, confirmed, 
and confpleted by nothing but the reading of English 
poetry Even when — more than twenty years ago 
perhaps, but at also more than double twenty years of 
age — I began to read prosodists, I can honestly say 
that I judged them, not because of their agreement or 
disagreement with any crystallised system of my own, 
but simply as they seemed to me to suit or not to suit 
that same English poetry I saw, and have seen ever 
since with increasing clearness, that the pure accentual 
system is totally inadequate , that the mixed accent 
and stress systems, with additions of syzygy, or section, 
or what not, are at the best arbitrary and lacking in 
universal application, while they often lead to hornble 
mis-scansion , that this same unpaidonable sin of prosody 
attaches still more to the pure musical systems , that the 
attempts to go behind the study of construction, and 
the legitimate analysis of line and stanza-effect, into 
questions of the origin of value, though no doubt they 
need not necessarily, do, actually and in practice, lead to 
error Comparing and winnowing all these with the con- 
stant correction of the actual poetic history and produc- 
tion before me, 1 have found nothing adequate in the 
exposition but the foot-system as here explained , and 


And as the Scholiast {stylo, as he says modestly, forsan canino , but surely with 
even more than canine sagacity) adds, Basiattonem contmuam sustinere 
dijfUilhvtum ct quarnvis viancat Oceanus , ab Occano occupationes tuae te 
revocare et retine* e possunt Sed versus legcre aut saltern ve> suum meminisse , 
cuivis , ut libel , sic licet Voluptatum ergo tnum ha£c potissima et Jidclissima 
est (He subjoins a disquisition on quamvis with the indicative and sub 
junctive respectively, which may be omitted ) 
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I have found this adequate always I have, of course, 
made many omissions, many awkwardnesses, many positive 
mistakes But, at least, I have kept, or tried to keep, my 
eyes steadily on “ the eyes of Beatrice ” — on the actual face 
of the actual poetry 
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APPENDIX I 

WHAT IS A FOOT ? 

I am afraid that there may be an appearance of contumacy in 
the attempt to “ crush ” (as the Edinburgh Reviewer 1 says) all 
dealing with such subjects as the Principle of Equivalence, the 
Accent and Quantity battle, and others as well, into the compass 
of a single appendix of not many pages My excuses (which 
perhaps are not excuses at all) must be twofold — one historical, 
the other philosophical I never read in history, ancient or 
modern, of any successful attempt to conciliate enemies when 
the subject of quarrel was a real one, or of any controversy 
which did not leave the controversialists very much where they 
began And I never read in philosophy, ancient or modern, 
from the Eleatics to the Neo-Platonists and from the Scholastics 
to Nietzsche, any two sentences that impressed themselves more 
upon me than Aristotle’s caution against “ straying into other 
kinds,” and Hume's warning that inquiries of a certain sort only 
push ignorance further back For my own purposes, and to my 
own thinking, quite enough has been said on the whole subject, 
or bundle of subjects, in this book already But it might seem 
unmannerly towards persons of worth and courtesy to say 
nothing more , and so I shall say something, though in no 
sanguine state of mind as to its satisfying anybody 

To my thinking, as I have already stated again and again, the 
subject of prosody begins where the question of what constitutes 
prosodic material leaves off It is no doubt competent for the 
prosodist to busy himself with that question, just as it is com- 
petent for the student of architecture to analyse rocks, and for 
the student of painting to analyse madder, and cochineal, and 
lapis-lazuli But it is not in the slightest degree necessary for 
him to do so , and it is by no means certain that, in doing so, he 
will not weaken his grasp of, and divert his attention from, his 
proper subjects of inquiry "The mode of ascertaining the 

1 V sup p 164 
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apertures of the teeth,” the question whether the u in “ ugly ” is 
a single sotind or an eikosiphthong, and even that whether a 
“ long ” syllable is made so by Cause a, Cause /?, or Cause Abraca- 
dabra, seem to me — I must apparently say it once more — 
questions which, whether soluble or insoluble, frivolous or serious 
in themselves, have as much to do with the question of the 
admitted “harmony,” as far as it goes, of Pope, the questioned 
“ harmony ” of Shakespeare and Milton, the generally but not 
universally given up i«harmony of Donne, as the petrology of f 
the Portuguese quarries has to do with the style of Batalha, 'or 
the chemical analysis of the colours on Velasquez’ palette wfi.h the 
victoriousness of the “ Venus ” or Lhe “ Admiral ” 

It has, however, been objected by the most competent and 
courteous of critics, Mr Omond, that I have no right to speak 
of “ equivalence ” unless I give some principle on which I 
consider values equivalent And we have seen a rather remark- 
able argument (by the Edinburgh Reviewer cited more than 
once), that although equivalence undoubtedly may exist in time , 
it cannot in accent I am indeed not sure that this latter 
argument is, even in its own division, sound, for whatever 
accent may be — and there is quite as much fight about this as 
about other things — it admittedly admits of degrees, and it is 
difficult to conceive of “unaccentedness” which does not admit 
of degrees of approach to accentedness For a pure phonetic 
zero could not be pronounced at all With these degrees, 
expression of “ accentedness ” in terms of unaccentedness is not 
inconceivable, and the Reviewer’s contention, though ingenious 
and at first sight plausible, falls through 

Even if it did not, it would do me neither good nor harm , 
because I do not believe that our verse rests on accent, as such 
Nor do I believe that it rests on quantity in the strict sense 
of time — or for the matter of that, that “ quantity ’’ itself ever 
solely rested on time in Greek or Latin English prosodic 
value appears to me to be determined — and equivalence to be 
determined likewise and consequently — by the ear, “penes quam 
est jus et norma scandendi ,” though the word itself will not 
scan in the place The qualifications 1 which the ear admits 
seem to me to be extremely various, and, like a general passport, 
not intrinsically sufficient without what it would be a bull to call 
the immediate visa of the ear itself Liteial “length," re time 
of pronunciation, ts perhaps the test which fails most seldom, and 
that is why I like the “quantity” range of terms best It is very 

1 I should say that there is a certain “transmutation of force” in matters 
aural, and that time, weight, loudness, sharpness, and some other things take 
each other’s places rather uncannily 
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difficult to make a “ short ” syllable out of one whifh takes a 
very long time to pronounce But “ time ” will not do exclu- 
sively, for it is easy to make a “ long ” syllable out of one that 
takes a very short time to pronounce Accent, as I have said 
often, will give “acting” quantity, so will emphasis, so will 
probable loudness or sharpness in actual speech , so will, some- 
times, the mere will and skill of the poet, who, by the rush and 
hurry of his verse, forces you to negotiate the weak landing and 
,, taking off places as if they were solid rock, and carries you safe 
oflfer But always it is the result to the ear which decides 1 The 
persoit whom the King addresses as Esquire or anything else is 
that thiqg for his life and afterwards The syllable or sound 
that the ear accepts as long or short is short or long for its life 
and afterwards — in that particular place Beyond this I hold it 
not merely unsafe to go, but more or less unwise, if not positively 
futile , and therefore I do not go further myself 

But if the ear is tolerant of all sorts of methods of preparing 
and qualifying “ long ” and “ short ” syllables, provided only that 
it recognises them as such by “ rule of drum'' it by no means 
extends this tolerance to the point of laxity in admitting their 
arrangement anyhow, when they have once qualified This 
arrangement is determined by an ascending series of considera- 
tions, pertaining as they ascend to different sciences and orders 
of thought The first is purely mathematical, being the simple 
possible permutations of “short” and “long” And the fact 
that the classical foot-names are merely convenient and appro- 
priate labels for these permutations demonstrates the folly of 
those who object to the use of these names Let the anti- 
classicalist rage never so fiercely, he cannot help raging (if he 
does it in verse) in iambs and trochees, dactyls and anapaests , if 
he confines himself to prose, in these and a more extensive 
assortment of the hated terms up to paeons and dochmiacs 

But when this point has been passed, things cease to be so 
simple, and the genius of the particular language begins to assert 
itself Thenceforward there is no real help to be found except 
in experiment to a certain extent, and to a much larger — an 
infinitely larger — in that record of past experiment which is called 
History You will gain nothing from Phonetics — which, if they 
are concerned with anything real at all, are concerned with real 
things previous to the primary process of prosody itself You 
will probably be led hopelessly astray by Music — which is another 

1 And the car sometimes seems to conduct its business on principles almost as 
liberal as those for which Mr Bertram commended Dirk Ilatteiaick to Guy 
Mannering ' He'll take wood or he'll take barley, 01 he'll take just what's 
convenient at the time ' But not always 
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kind from prosody, though dangerously near to it But if you 
stick to Prosody herself and to the subject, the poetry of the 
language with which you are dealing, it will be your own fault 
if you ever go wrong , though sometimes you may be unable to 
go positively right, because there are two or more available inter- 
pretations of the riddle 

The first and most important “ light ” which the study of the 
history of this subject gives you is that from almost the first 
“syllable of recorded time,” when English became fully English, , 
its verse arranges itself — haltingly at first, then in a more afid 
more orderly and soldierly fashion — in certain equivalent groups 
of syllables themselves, which, in turn, are grouped further into 
lines The lesser and more integral groups, which cannot be 
broken up without breaking up all “ verse,” are not mere aggrega- 
tions of accented and unaccented and they are, most particularly 
and essentially, not haphazard aggregations in respect of the 
unaccented, or rigid ones in respect of the necessity of the 
presence of an accent No such rule as the impropriety of 
adjacent accentuation really exists , none such as the limitation 
of accenting to one syllable in a word When we examine the 
groups (of syllables furnished, tahtcr quahter , with long or short 
value) which form verse satisfactory to the ear, they are, necessarily 
because mathematically, found to be identical, most commonly 
and most naturally, with the six commonest of the classically 
named permutations — iamb, trochee, spondee, anapsest, dactyl, 
and tribrach Of these the spondee and dactyl are least common, 
as a result of the general quantity-character of the language , 
and the tribrach is slowest in establishing itself, because, no doubt, 
of the old accentual etiquette of Anglo-Saxon 

All these feet are accepted by a good English ear — as the 
practice of good English poets should show conclusively even to 
those whose ear is less delicate and receptive — as constructively 
equivalent, and (subject to further limitations of construction) as 
interchangeable — capable of substitution But English admits this 
process with greater freedom than does either of the classical 
languages, though by no means indiscriminately , and, in particular, 
it possesses a property and privilege which seems to have been 
unknown to them, that of accepting — not so often as to create 
confusion, but by no means as a mere exception — silence for sound , 
the pause half-foot or even foot as a Tecoglused expletive of the 
line By this licence, and even without it, it possesses mono- 
syllabic feet, which can not merely precede the verse in the 
fashion of anacrusis, but can also form integral parls of it 

T^iese equivalent groups — which are from one point of view 
bricks that build up the line , from another, sections into which 
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it may be resolved , best of all, anatomisable hmbs^of which it 
is composed , but in no sense constituents of a jumbled heap 
themselves jumbled together — are Feet, and by them, and of 
them, and into them, as 1 hope to have shown fairly by this 
time, the whole body of English verse is constituted, consists, 
and may be resolved But to go further behind the principle of 
their equivalence or the principle of their juxtaposition, I hold, 
once more, to be as useless and as hopeless as to attempt to 
determine the ultimate laws of beauty and fitness in any aesthetic 
Iffnd The ear decides in the one case as the eye does in the 
other*, and the ear laughs at specified anastomoses and phonetic 
syzygies, speech-waves and pitch -accents, as the eye. does at 
attempts to decide that the distance from the base of the septum 
of the nose to the handle-place of the Cupid’s bow of the lip 
shall be half, or a third, or whatever it is, of the distance between 
the lower lip itself and the chin-base * 

Observation of individual points is of course possible, and 
valuable — I hope that there is not a little of it in these 
volumes , and you can sometimes generalise, though you must 
do it very cautiously For instance, there is, I think, no doubt 
Lhat, unless the poet carries the thing of T by the cscamotage of 
emphasis or some other special device, 1 a dactyl before an iamb 
or an anaptest after a trochee is always cacophonous in English 
“ Of course,” says the accentuahst, “ because there arc too many 
unaccented syllables together ” Unfortunately, not only will a 
tribrach come perfectly well before an iamb or (less well) after 
a trochee, making four “ unaccenteds ” , but two consecutive 
tnbrachs are by no means unthinkable, and may, I believe, be 
actually found in Tennyson and Mr Swinburne, as well as, 
with even greater ease, in Browning In other words, “the foot’s 
the thing” , and between the classes and clans of feet, while there 
is a general equivalence , there is by no means an indiscriminate 
capacity for substitution or willingness to co-habit The foot is 
a person not a brute concourse of atoms 

To the definition of its social differentia as “ isochromsm ” I 
have no particular objection, so long as it is not too much forced 
I should prefer (and could construct on Anstophanic principles, 
and even on those of Aristotle’s Helot of frigidity, the rhetorician 
Lycophron) a term expressing “ equality and congruity to the 
ear,” and should b 4 liberal on the first score, though by no 
means indifferent, and pretty strict on the latter, though with „ 
a strictness very hard to define The liberality is of classical 
ancestry, for it is an old commonplace of the subject that, putting 

1 As, for instance, in the “ name-stanza 1 of M The Blessed D.imozel ” ( v sup ), 
where, however, " Margaret" is not indisputably an integral dactyl 
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aside degree^ of shortness and length, an anapaest or a spondee or 
a dactyl can never, in strict time, equal an iamb or a trochee 
But our strictness, though less easily put into rule, is really much 
less inferior to that of the ancient prosodies than half-scholars 
like Archdeacon Evans (v sup p 293) have thought (If the 
reader will refer to the remarks in the text on Waller, Cowley, and 
some others he will see the justification of this ) And one of 
the main differences between the historical and the a priori 
modes of attacking prosody is that, while the latter as a rule 
applies impossible scansions to good verses, the former, Wy 
proper examination and comparison, detects the badness of*bad 

I have made an absolutely clean breast of my views, aryl of the 
points on which — per viltate doubtless — I decline to take a view 
of what seems to me invisible , and I do not think it necessary to 
say much more on the subject In the course of my examination 
of English poetry I ‘have found (1) that the attempt to explain 
its structure by accented and unaccented syllables is certainly 
inadequate, is in all probability wrong, and constantly leads to not 
probable but certain error , (2) that, something different and some- 
thing more being wanted, this something is adequately supplied 
by the admission, as the constituents of the structure, of certain 
entities, themselves composed either of sound-syllables, contrasted 
in value, or of silence-spaces, interchangeable wnlun limits and 
conditions, compomble further into groups, corresponding or 
contrasted, which can be yet further compounded on principles 
of correspondence and contrast These last I call couplets or 
stanzas, or, in the special case of blank verse, paragraphs, the 
middle combinations I call lines or verses , the first I call feet 
And it is with the way in which the three have manifested and 
behaved themselves, for the last seven or eight hundred years, 
that this book concerns itself 

I am forced, when I consider these matters, to ask myself 
whether a considerable number of persons who use the word 
“ foot " really know what that word means , and to answer the 
question evasively by confessing that, if they do, I do not A 
foot is not to me, as it is, for instance, to Professor Lewis, 1 with 
whom I have in some other points little to quarrel about, a 
mere mathematical fraction of a line-total It is a member of 
a line-body It is not, as it apparently is with many, a fixed 
number of fixed syllables , but that I have explained sufficiently 
It is not something borrowed from Greek and Latin But these 
points of variety in acceptation are as nothing to another 
When I use the word “foot” generally, and the words “iamb,” 
“ trochee,” etc , specifically, I take Lhem as something real An 
1 V sup p 503 
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iamb — let us take the common value titum — is to mg a prosodic 
entity, which, whether it is entirely comprised in the same word 
or made up of more than one, or parts of more than one, is a 
prosodic integer , with a character, variable in degree but in- 
variable in essence, of its own It is prosodically separated 
(again with degrees) from its neighbours , it is prosodically 

united (again with degrees) in itself So with a trochee ( turn it ) 
and others Further, these feet give, to a line of which they are 
tl»e basis, a character corresponding (still with degrees) to their 
own, and this character varies with them Let us take the very 
beautiful, very characteristic, and, as it happens, very regular line 
from Rdmeo and Juliet 

And shake the yoke of inauspicious stars 

This line, as far as it is possible to represent its sound-scansion 
diagrammatically, represents to me something like this 

lous stars 

auspic 

of in 

the yoke 

And shake 

the stall -rise being, of course, exaggerated — to strike — in the 
diagram The troehce-people’s scansion (see next article) I am 
unable to represent to my mind by anything but 

'Vnd 

shake the 

yoke of 

inaus 

picious 

stars, 

which, evcji after allowing for the same exaggeration, appears to 
me ludicrous, hideous, and false But this is because the feet 
are real things to me, and not merely ad libitum spoonfuls of 
syllables 

Of these kinds there were much to be said, for, by stress of 
art or frolic of the Muses, we may achieve divers feet I am 
prepared to meet and greet a pyrrhic, though I do not know 
that as yet, in some experience of English poetical society, I 
have ever yet had tlAt pleasure The very long or four-syllabled 
feet, which some think to have already been made hoffahig , I 
rather doubt as yet, in serious and fully accomplished work, and 
I can generally explain them otherwise , but I have not the least 
objection to accept them when the poets shall have established 
them in that position The amphibrach is a masquerade foot : 
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it is generally, if not always, something that has put on a vizard 
and a domfno for the occasion, and when you go home with it 
you find it be an old friend Two others are in different case 
The spondee is not so rare as is thought , but it is a foot “ of 
occasion,” and the necessity of making it something more is one 
of the drawbacks of the so-called English hexameter And the 
same remark extends to the dactyl, though sometimes it natural- 
ises itself, or perhaps you do not care to examine its papers 
too narrowly It is most at home when chaperoned by the 
trochee « 

But still there abide these three — iamb, trochee, and arfapaest 
— in the. English aristocracy of poetry The iamb is with us 
the staple of poetic life it will do any work, take on any colour, 
prove itself at need the equal of either of the othei two, which 
it often summons to reinforce it The trochee is the passion of 
life , not easily adaptable by itself, except for special moments, 
comic or tragic, frivolous or plaintive, as it chooses, but seasoning 
and inspiriting the iamb constantly and yet strangely And the 
anapaest is the glory of life, though its uses differ in glory 
When a man knows how to use these three, there is little left for 
him to know, though there is infinitely much left for him to 
devise and do Beyond them, for constant and necessary use, 
in seven centuries of experiment, no man has yet gone, neither, 

I think, in seven 01 seventy more, shall any go 1 


1 As an ml to the comparison of foot-scansion with scansion by stress and 
section let us take one of the greatest lines in modern, and English poetry the 
finale of " L tus Veneris " 


The. tliuu|der of ] the trum|pets of | the night 

Foot-scansion gives me what I have indie Ued, for, as I have icmarkcd in this 
Excursus, and shall in the next, I utterly decline 

The | thunder | of the [ trumpets | of the | night 


Stress and section-scansion would, I suppose, give me 

Ihe thunder of | the trumpets of | the night, 


or 


The thunder \ of the Uumpels [ of the night, 


or, just conceivably, 

The thunder of the | trumpets | of the night 


I can see no fourth possibility 

Now these arrangements have some superficial merits In fact I should not 
object to ihe second myself, is indicative of what I have called the fingering of 
the poet , while the first, though inferior, has the advantage of bringing out 
suddenly "the night' — the night that cometh But let it be observed that 
though these are themselves comparatively unobjectionable as rhetorical adjust- 
ments of the line itself, they give no clue to anything else You are not one whit 
forwarder with any other line for them whereas the foot-scan si cm (to which you 
can easily add this, and something similar in other cases, while you often want 
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nothing more) is a key to every good line in the English language, and shows 
you how all are good And I think I may, though declining lamination in 
detail of Mr Bridges' “ stress -prosody ' here, point out that he has come to 
allow “ stress-feet," including a kind of amphibrach called a “ bnlannic," and 
admitting sorts up to a practical molossus 1 cannot always make them work, 
and I can almost always make feet of the usual kind work better , but the con- 
cession, in such a quarter, of the practical insufficiency of stress-by -itself- stress is 
immense. 
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15 THE B'VSE-FOOI OF ENGLISH IAMB OR TROCHEE? 

The question mooted above is one on which I myself have no 
doubts, and one which, intrinsically, I should not choose for 
discussion But f have been asked to say something on it, and 
there are certain circumstances which give it a claim to attention 
To begin with, the pretensions of the trochee have had, at 
different times, no small amount of backing, sometimes from not 
negligible persons In the second place, the dubiety — unjustified 
as I think it — connects itself with some very important features 
of prosodic inquiry m the past But its most important title- 
deed is a “ black-letter ” one — to use the term as it is used in 
speaking of a “ black-letter lawyer ” 

There certainly was a time when the metrical basis of English 
poetry, so far as it had any, was trochaic The trochaic cadence 
sounds — if any foot-cadence does — in the whole body of Anglo- 
Saxon verse proper until the break-up, or the experimental 
advances (whichever name be preferred), of the eleventh and 
twelfth centuries Nothing but Guest’s determination to have 
naught to do with anything in the least connected with “ the 
rhythm of the foreigner,” or with a nomenclature asspciated with 
quantity, can have prevented so careful a student of Anglo-Saxon 
verse from noticing this But it is exceedingly improbable that 
many modern favourers of the trochee can have been influenced 
by such a consideration , and probably most of them have been 
ignorant of the fact 

On the other hand, the rather numerous prosodic students 
who cannot rid themselves of the notion that music is the thing 
to help them, are naturally enough impelled, by the anac?-ustic 
fashion of scansion which music suggests, to “ see trochees ” as 
freely as another class of persons sees snakes Moreover, the 
peculiar fashion in which iambic and trochaic measures intermix, 
sef to each other, and carry out a complicated country-dance, 
might not unreasonably prompt the question, “ Why is one of 
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the partners to be preferred above the other ? And one is to 
be preferred, why not the trochee ? ” 

Plenty of causes can be shown , but to the present writer, on 
the principles of the present book, one seems sufficient — the 
extreme rarity of sustained trochaic rhythm, without admixture 
or external support, m English poetry, and its very dubious 
success, except in short passages, where it is attempted In the 
older poets, whether in great examples like those of Milton or 
pleasant ones like those of Wither, when it does not frankly beg 
arf arm of the iambic, it constantly adopts the catalectic form, 
which Is nearly as much iambic as trochaic “Virgin daughter 
of Locrnje ” will lose two-thirds of its beauty if you make it 
“LocrinKr,” and “Makes the desolatest place” will be absolutely 
spoilt, or at least made half-comic, if you make it “placer,” the 
filling in in each case giving a suggestion of “ rocking-hoTse,” if 
not of positive burlesque On the other hand^ the finest piece of 
almost pure trochees in English, the “ Passage of the Fountain ” 
in Tennyson’s “ Vision of Sin,” is not quite pure — the foot 
expanding into dactyls now and then — and is short, ending too, 
usually, though not always, with catalexis The monotony of 
the long-continued trochaic measure of Hiawatha is notorious, 
and, even by those who do not dislike the poem, undeniable 
On the contrary, it is almost superfluous to say that the 
continuous iamb is always at home, and ncvei requires any 
variation (except for the mere pleasure of change) or support of 
any kind To get the vast armies, the innumerable multitudes 
of it that exist in English, into trochaic form, or in most cases 
even into a suggestion of trochaic rhythm, you have to play the 
most gratuitous, unliterary, and unnatural tricks upon them, and 
you often produce positively Judicious or nauseous results '1 he 
decided majority of prosodic opinion on the point comes to 
reinforce the fnma facie custom of poetic practice , and the 
undoubted primogeniture of the trochee is sufficiently disposed 
of (except in the view of Guestites) by the great change which 
came upon the language at the passing of Old and the coming of 
Middle English. We have seen how even the revival of alliter- 
ative-accentual rhythm, though it galvanised the trochaic run to 
some extent, failed to maintain this, and passed over to the 
anapsest, or something very like it 

Never, therefore, #ill it be justifiable to wrench, not the 
accent, but the rhythmical cadence, of the mass of English verse 
from “ rising ” to “ falling ” In fact one of the strongest argu- 
ments against doing so is that it would obscure and deaden the 
true trochaic rhythm, when it is wanted for contrast, or in its 
rarer employment as staple metre Yet there may be something 
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more to styr, though it is very difficult to say it politely Some 
of these trochaisers seem to me to be prosodically rhythm-deaf 
as other persons are physically colour-blind Professor Alden, 
in that valuable and interesting book to which I have only been 
able to make a bare reference above, thinks that the distinction, 
not only of iambic and trochaic, but of anapsstic and dactylic, is 
“superficial ” — that it depends “ not on the nature of the rhythm 
concerned, but on where we begin to count a measure”, that “ We 
met a host and quelled it ” has “ the same rhythm ” whether you^ 
take the extra syllable at the end or the beginning He siys 
further, in connection with my remarks on " Boadicea," “ No one 
has yet shown how the difference in naming and dividing feet 
can change the rhythm ” Now this is to me passing strange 
My own preference for iambic over trochaic rhythm in the great 
mass of English verse may be right or wrong It is possible 
that Shakespeare^s and Milton’s blank verse, scanned tro- 
chaically, may not be so absurd 01 so hideous as it seems to me 
But to say that the two scansions are the same rhythm, seems 
to me as though a man should say that blue is the same as 
orange They may be the same musically or mathematically I 
do not pretend to be a musician, and my last mathematical 
distinction was attained about half a century ago That, pro 
sodically, they are utterly different, my ear informs me, without 
phrase and without appeal 

Nor do I think that the critic whose suggestion principally 
determined this excursus (the reviewer of Vol I in the Literary 
Supplement of The Times , June 29, 1906) intended to dispute 
this He bases his (partial) support of the trochee on the 
trochaic diathesis (let me clear him of using the word) of our 
ordinary speech, and on the large interspersion of trochees in 
older (he admits they are not so common in modern) verse 
Now I think I should answer, in the first place, that, even if 
we admit the first plea (which I hardly do), the rhythm of poetry 
is pretty notoriously different from that of ordinary conver- 
sation — it might almost be said that ^evocrw, as opposed to 
KvpioTTjs, is the beginning of poetry from one point of view 
But I should not lay much stress on this In the second, I 
should say that the very facts of the large sprinkling of trochaic 
rhythm, and of its effectiveness, are occasioned by the other fact 
that it is not the staple — and so is invaluable for variety, But 
the reviewer’s most dangerous and retorsible contention is, I think, 
that “poets who are dominated by the theory that [the basis] is 
iambic will make bad decasyllabic verses,” which he supports by 
referring to the badness or dulness of eighteenth-century verse 
Now I should not myself say that eighteenth-century verse was 
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either exactly bad or exactly dull It was painfully Incited , but 
its limits arose, not from the notion of the iambic basis, but from 
the notion that that basis was invariable The trochee is the 
most valuable variant — the anapaest itself being rather an extension 
than a variation — and if you make it the basis you lack the 
wisdom of that Frenchman who did not marry his mistress, lest 
he should have no place where to spend his evenings, 

Let me add that the admission of a trochaic basis would 
bring with it the almost fatal inconvenience that the chief, if not 
th? only trisyllabic substitute, would be the dactyl Anapiests 
simply lefuse, and tribrachs yield with doubtful grace Now if 
there is ope thing settled by the enormous majority of competent 
witnesses, of the most different prosodic complexions, trom 
Ascham to Mr Swinburne, it is the danger and difficulty of the 
dactyl in English 

Such (in addition to what has been said at? the beginning of 
this excursus) are some of the considerations which I should 
offer to my critic A full working out of the question would 
require a monograph , and the monograph, to make it complete, 
would almost require a special boiling-down of these three 
volumes 
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Something more was promised, in a slip-note of the last volume, 
as to the development of the trisyllabic metres before their definite 
establishment in the seventeenth century As we saw, Gascoigne 
was quite wrong when, thirty or forty years before the beginning 
of that century, he limited (though with regret) English feet to the 
iambic, and there is no need to recapitulate the overwhelming 
evidence of his mistake which was accumulated in Vol I But 
it cannot be denied that the scanty presence of the trisyllabic 
measure, as distinguished from the trisyllabic foot, in the abundant 
production of Elizabethan lyric, is somewhat curious , and that 
the clog and hamper which beset such things as Cleveland’s 
“ Mark Antony ” and “ Square-Cap,” and as Waller’s “ Saraband ” 
verses, seem to require some explaining The two first in 
particular demand examination “ Mark Antony ” is a curious 
piece (or rather pair of pieces) which has shocked precisians, 
because Cleveland chose to burlesque himself, veiy much as 
Thackeiay did in the “Willow Song" of Ottilia two centuries 
later Here is the first stanza of the serious part — the “ Mock 
Song ” has nothing different for us 

When as | the nightingale j chanted | her vespers, 

And the | wild for| ester | couched on | the ground, 

Venus | in vi|tcd me | in til’ etc|mng whispers 
Unto | a frajgiant field | with rojses crowned, 

Where she | before | had sent 
My washes' com|plement, 

Unto | my heart’s | content 
Played with | me on | Lhc green 
Never ( Mark An|tony 
Dallied | more wanltonly | 

With the fair | Egypjtian Queen 

Now to modern ears and eyes the opening line suggests, and the 
chorus or refrain (which is in every stanza) confirms, the trisyllabic 
scansion represented by the dotted division But the said eais 
and eyes must, if they are at all sensitive, be soon “ pulled up ” 
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into dubiety as the dissyllabic (or straight division) alternative 
occurs And it may be further noticed that while every line, 
without exception , admits the latter without the slightest difficulty, 
an actual majority of lines go betta to it and rather ill to the other 
The last line of all, indeed, almost refuses a dactylic arrangement, 

which would make Egyptian necessary, though “ with the fair " 
can go with either measure Lines 3 and 4 go much better 
lambically , lines 5-8 at least as well , lines 9 and 10 hardly, if 
.»i,all, worse And it is the same with the rest For instance — 
• Wintmg a gliss to plait her ample tresses 

is a mostabeautiful heroic line with redundance, but a very clumsy 
dactylic or anapaestic dimeter , while 

Numbering of lasses arithmetic prove, 

which may seem decisive one way, inclines raftier the other when 
one remembers that “arithmetic” has abundant, if not pre- 
ponderant, authority and example at the time Still the quatrain 
in which it occurs and the three previous lines — 

Myslical grammar of amorous glances, 

Feeling of pulses, the physic of love, 

Rhetorical courtings and musical dances, 

are certainly more suggestive of a trisyllabic base than of any 
other 

This becomes undoubted in “ Square-Cap,” a pleasant vauation 
on the old “ Phyllis and Flora ” theme 

Come hither, Apollo’s bouncing girl 1 
And in a whole Hippocrcnc of sherry, 

Let’s drink a round till our brains do whirl, 

Tuning our pipes to make ourselves meiry 
A Cambridge ltss, Venus like born of Lhc frolh 
Of an old half-filled jug of barley luolh, 

* She, she, is my unstress , her suitors are many, 

Blit she’ll have a Square-Cap, if she have any 

There is, I say, no doubt about this, which is quite evidently 
suggested by, and intended for, one of the many convivial tunes 
in triple time But how about the other ? Even if an exact tune 
were discovered for it, it is evident that it would go- — in parts — 
very badly to that tune if it were generally triple Now what is, 
on the one hand thfc meaning, on the other the lesson, of 
all this ? 

Meaning and lesson, I think, come together in the supposition 
that the poet was not clear, in his own head, what he was writing 
or what he wanted to write He Jiad got — from music doubtless 
— trisyllabic suggestions But he had the habit of writing in 
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dissyllabic measure, and he could not entirely get out of it — was 
perpetually falling back into it, — and so, on the whole, produced 
a muddle — a muddle which was itself to produce the beautiful 
followings of Dryden (v sup 11 373), but a muddle clearly 

On the other hand, there is no muddle about Waller’s “ Hylas 
and Chlons” 

Hylas 1 O Hylas ! why sit we mute, 

Now that each bird saluteth the spring ? 


And why ? Because the piece is avowedly written “ to a 
‘Saraband,’” and the musical and prosodic music happen‘to 
correspond so closely that there is no going wrong for a c skilled 
prosodist," who was probably also a not unskilled musjcian, like 
Waller But in 1645, from which this seems to date at latest, as 
11 Mark Antony” does from two years later, a definite musical 
garde-fou seems to have been required, to keep at least minor 
poets straight 1 

And even so there if still noticeable, for a long time to come, 
a certain absence of perfect freedom and ease Waller does not 
jumble and hybridise his metre as Cleveland does , but he has 
nothing like the triumphant sweep of “ A Hundred Years Hence,” 
or of the best things in Dryden — still less of the consummate 
and well-bred ease of the metre in Prior Nay more, he has not 
got these qualities to even the same extent as the anonymous 
authors of 

My truest treasure so traitorly taken 

and 


Alas ' that ever the speech was spoken 


had it, so far back as the fifteenth, and probably the early 
fifteenth, century, and as anybody has at least been able to have 
it (if he chose and chooses) since Prior himself 

Now the reason of this is not very far to seek , but it has been 
too seldom recognised, and it is of the very greatest importance to 
our inquiry For it shows — in regular progress and exactly as it 
might to show — the passing of that eclipse of trisyllabic scansion 
which was due to the breakdown of regular metrical rhythm in 
the later fifteenth century This eclipse weighs on the heavier 
and duller eyes of the preceptists from Gascoigne to Bysshe , but 
the acuter organs of the poet pierce the penumbra and anticipate 
the final emergence Nor need there be the slightest hesitation 
m recognising the part which music plays In couching the poetic 
vision The fact is that, though music can be quite dispensed 
w ith by poets — as in the famous instances of Shelley and Scott — 
it seldom or never does them much harm Their Muse saves 
them from any mistake of her t for her little sister Nor is that 
sister really to blame for the blunders of the prosodists For it is 
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not music so much as musical science, falsely so called — a very 
different thing, — that deludes people like Steele £nd Lanier 
They flirt with the governess, not with the damsel they ink 
themselves with the symbols of crotchet and quaver, instead of 
listening to the sounds which those symbols translate or only 
accompany Let it be again and again repeated that the immense 
and wonderful development of later Elizabethan and seventeenth- 
century lyric can hardly be separated from the almost universal 
practice of actual song — that vocal and instrumental music served 
ift once as solvent of the old impediments and as menstruum to 
the niw fluency Some innocent preceptists of the musical school 
have thought to get confessions out of the constant u§e of the 
word "music” as applied to verse by critics, including the 
present humble historian There is, of course, nothing in the 
slightest degree compromising in such use Musical music and 
poetical music — let it be repeated, if necessary, a thousand times — 
are different things They can live quite comfortably apart they 
can live happily and delightfully together The very reason of 
this possibility of delightful cohabitation is their difference , and 
to confound their laws and nature is to ignore the foundation 
of their compatibility But that music itself — music practical 
— has sometimes helped prosody mightily, the subject of this 
excursus proves 1 

1 I do not think it necessary to entci into the controversy which has been 
raised on the point whether anapaests and dactyls exemplify ' ' duple ” or "triple ” 
time It is a pretty clear example of the confusion produced by mixing two modes 
of addressing the same lady What ainpxsls and dactyls may be musically 
concerns me not Prosodically, whether continuous or used in substitution, they 
are always ** triple 1 = " divided into three parts ’ — As this book draws to an end, 
1 remember more and more points on which I should like to draw attention 
One of these, closely connected with the subjects of the present Appendix and of 
No VI , is the curious fragment of an English Song of Roland (Lansclowne 
MSS 388), printed in E E T S Fngh\h Charlemagne Romance*, Part 11 (London, 
1880 See also Ward, Catalogue of Romances, 1 631) It is in perhaps more 
definite ana^ftstic-iambic dimeter couplets than anything else attributed to the 
fifteenth century and sometimes reminds one stnkingly of Spensers “ I'eb- 
nnry," etc (v inf) 
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One of the most favourite occupations of what I ha\e called 
“ scholarship ” — meeting in consequence with a mild protest 
from some worthy ones at the inverted commas — is the tabling 
of rhymes This process indeed provides a very large part of 
the monographs which, in Germany and elsewhere, obtain for the 
monographers the title of Doctor I have often wished to hear 
Molifere on the subject — not, of course, that the study of rhyming 
sounds, and of the letters which answer to those sounds, is at all 
a ridiculous thing, but that it easily lends itself to ridiculous 
treatment We are very much obliged to the person, whoever 
he was, who first drew attention to “ Great Anna ” and the 
rhyme of “ obey ” and “ tea ” which occurs in her company But 
the precise number of limes in which “ love ” and “ dove ” 
occur coupled in the works of a given poet is a fact not very 
fiuitful 

Undoubtedly, however, it is an important part of prosodic 
study to note rhymes which, usual at one time, are unusual at 
another, rhymes exceptional even at their tune, and those which, 
apparently licentious, can be brought under some sort of rule 
On the whole the continuity of English, in the respects indicated 
by rhyme, is extremely remarkable, and goes far to negative the 
idea that, except in accent (where there certainly have been 
considerable changes, introduced mainly, it would seem, between 
the early fifteenth and mid-sixteenth centuries), there has been 
any great alteration But changes in accent there have been 
undoubtedly, and there have been some remarkable changes in 
vowel-value These last, of course, are evidenced in rhyme, but 
we must not mistake the evidence It is rather easy to mistake 
it in some cases 

For instance, I saw not long ago over, if not a signature, 
initials of weight, the suggestion that Tennyson made “ Cophetua ” 
rhyme to “ my,” because he had been taught to pronounce it 
so He had some peculiarities, *but without positive evidence I 
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should be slow to believe this No well-bred Englishman 
ever was taught within the nineteenth century to call “ Attila” 
“ Attil ay," or to address his sisters or his ladyloves as “ Barbara^, ” 
“ Mari ay," etc Vulgarism — old probably as well as new — might 
say “ Attil erf “ Barbar er," “ Man er,” and to avoid it precision 
might exaggerate “Attilaii,” “Barbara/;,” “Maria^”, but these 
two’last things equally reject the ay Moreover, let us look back a 
couple of hundred years, and we shall find Chamberlayne rhyming 
his heroine alternately “ Pharonnida^ ” and “ Pharonnidanv ” (cf 
"‘bashaw” for “pasha," “la 1 ” pronounced “law 1 ” the mter- 
changiableness of “ Ha i Ha 1 ” and “ Haw 1 Haw 1 ” etc ) 

Let us shift examples of the problem before advancing a 
solution In an example cited in the text, from a fairly careful 
writer, we find “ ees ” rhyming to “ eace ” Dryden himself 
rhymes “traveller” indifferently, as if it were itself “ traveller*- ” 
and “traveller” Words ending in “y,” though purists object, 
are notoriously equated by the very best poets to those which 
terminate now in an i sound, now in an e Extravagant liberties 
like Pope’s well-known “Satires” and “Dedicators” should 
perhaps be excluded from consideration , but it may be that 
one key will unfasten the whole range of locks 

That key is not what some would make it — a picklock rather 
than a key — the stigmatising of English generally as a language 
of slur and confused vocalisation (In ill-trained mouths it may 
tend to be so, just as other languages in similar circumstances 
tend to intolerable drawling, to headlong gabble, or to sharp and 
yelping whines and cries ) The key is the observation and appli- 
cation of a real law — the law that any letter, or combination of 
letters, may, for rhyming purposes, take in one word the sound theft 
it hears in another Thus er in “ Derby," “ Cherwell,” “ clerk," 
has the sound of ar, and Dryden accordingly rhymes “ travellers ” 
to “ sturs ” Ea in “ break ” and “ great ” itself has the simple a 
sound, ancf tea thus becomes a pair for “obey”— not because it 
was regularly pronounced “ tay,” for it will be found with the ee 
rhyme in Prior, great Anna’s own servant, and a master of rhyme 
as of rhythm It is astonishing how many apparently loose 
rhymes are regularised if this law is remembered And it 
evidently accounts for the “ Cophctua ” rhyme without necessi- 
tating the gratuitous and, on the whole, improbable supposition 
that Tennyson ever, pronounced it “ Cophctuay,” whatever 
Chamberlayne might have done 

In some other cases eccentric pronunciation is required to 
account for rhyme In Caroline poetry, for instance, we often 
find “guess," and even other words of the same termination, 
rhymed to “ flesh ” or “ mesh ” But then we know that “ guesh ” 
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is not merely a spoken but a written dialectic variation The 
eccentricities arising from the retention of French and Latin 
accentuation, or even from that of French forms, require but a 
little knowledge to prevent any surprise at them , and, generally 
speaking, it will be found, except in extreme and mostly deliberate 
oddities such as those of Butler and Swift, that abnormality of 
rhyme is more apparent than real 

On the other hand, the period sees — this very deliberation in 
oddity is an evidence of it — a great advance in liberty of handling 
rhyme Chaucer himself had not been at all prudish in this 
matter, as the “saveth” and “sigmficavit” of the Prologue will 
show But Spenser’s elaborate system of eye-rhymes^ and the 
extension of double or feminine rhymes from the great body of 
words with a final valued e to others with short final syllables 
of more substantial character, opened wide doors Insensibly, 
however, there grew up (or rather strengthened) the English 
aversion to identical rhymes , and though there never appeared 
anything like the French system of masculine and feminine 
alternation, there is no doubt that, pretty early, the advantage 
to be obtained from the judicious intermixture of single and 
double rhymes forced itself upon our poets The pestilent 
“rhyming dictionary” was sure to make its appearance before 
long, and did so But even this, though it could hardly have 
anything but a bad effect on poetry, helped to record the actual 
sound of rhymes at the time when the books were written 

To consider the effects of special dialectic or other preposses- 
sions on the rhymes of individual poets would be for monographs 
on these poets, not for the present History But something on 
the general subject of “ assonance," or imperfect rhyme generally, 
may be reasonably expected The leading case of Mrs Browning 
has been sufficiently dealt with, and there it is quite clear that it 
was one of partially and strangely defective ear But recently 
assonance proper — that is to say, correct vowel-rh*yme unsup- 
ported by consonants — has found defenders, some of whom have 
been noticed in the text 

As to this, it seems superfluous to do more than repeat that, 
up to the present day, English has been curiously and obstinately 
rebel to this form of repeating sound At the time when French 
poetry had most original and constructive influence, that poetry 
was very largely assonant , but ours would have none, or next 
to none of it , the examples since have been few, and never 
authoritative , and to this hour I do not know a single poem of 
any importance or any excellence in the kind It seems to me 
probable that this is due to the comparative absence of either 
sharp or broad vowel-sounds in*' the English that became, and has 
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remained, standard and literary 1 We want the consonants to 
enforce distinct similarity of sound. But the Sid™ does not much 
matter the 5n remains 

There can be, on the whole, no question that, during these 
three centuries, the importance of rhyme has been largely, 
immensely, increased in English The great position assumed by 
rhymeless verse in the case of “blanks” does not at all militate 
against this, for that position was secured almost entirely in the 
semi-poetic province of the drama, and it has maintained itself, 
dhtside the drama, only in narrative verse, and in things which 
have i mono-dramatic or soliloquial quality Recent attempts at 
more varied dispensing with rhyme have, to speak frankly, been 
either utter failures or moTe or less interesting tours de force 
But a word or two may be said on the experiments in repeating 
rhyme within the line 

So far as these are confined to middle and fcnd — or in very long 
compound lines to practically the two first thirds of the line and 
the end — they have every justification, both historic and of the 
result This was the way rhyme actually arose m English it 
has right prescriptive But internal rhyme, at other than these 
natural pauses, stands on rather a different footing Such a 
debauch as Mr Swinburne’s famous “our sad, bad, glad, mad 
brother ” is, of course, half playful — a deliberate orgie — and I do 
not know that Mr Browning’s end-jingles in dissyllabic feet are 
very desirable, though Mr Swinburne’s trisyllabic ones could not 
be spared On the whole, rhyme should come at the end of 
something 2 

1 An illustration of what I mean will be found by compering the stand vd apd 
literary transliterations of Indian names, Kurnchee, Mogul or Mogol etc , 
with the new fangled pedantries of Karachi, Mug-hal etc Another, from 
another side may be found in the somewhat greater assonantal tendency of Scots 

3 I may perhaps be permitted to express my gratification at the fact that the 
Oxford Dicticyiaiv has, let us hope, put an end to that queer little pedintiy of the 
1 ist twenty or thirty years, the proscription of ' ' rhyme ' ind prescription of ' nme ^ 
Etymologically, as some people have always known, it is ‘ fight dog, fight bear 
with the odds on the good old dog , for our word is pretty cerlamly not from the 
A S rim at all, but from the French rime whieli is again pretty, if not quite, c< rt only 
rhythmus From the point of view of liter iturc and common sense it is enough to 
say that "rime 1 in English is preoccupied by "hoar-frost, 1 and that, ll there is 
one clear canon in the obscure business of spelling, it is that different meanings 
of the same sound to the ear should, if possible, have different forms to the cve 
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Ii does not seem necessary to follow the precedent of Vol I 
so exactly as to give separate appendices to all the general pheno- 
mena of English verse during the last three centuries which were 
there handled An appendix on Metre in particular would 
merely summarise large parts of the last two volumes , and what 
has to be said generally about Feet has been given in the first of 
the present batch, with a special bearing On Alhleration and 
Vowel- Music, however, there may be room for some general 
remarks , though, in regard to the latter head especially, they have 
also been to no small extent anticipated 

The curious fates of alliteration in English are probably better 
known than most fortunes prosodic More than once banned, it 
has never been banished , you would have to bleed English “ to 
the white,” and supply an entirely new transfusion of foreign 
blood, before you got rid of it The Elizabethans talked disdain- 
fully of “hunting the letter,” but hardly one of them leally 
abstained from it, and some revelled and wallowed in the practice 
The triumph of the stopped couplet represented a set of taste 
adverse to it in a way , yet the strong antithetic turn of this 
positively favoured alliteration, and some of Dryden’s weightiest 
lines, some of those evidently “got with a greater gust,” exhibit 
it Nay, it had such attraction for him that he not only used 
ttvice 1 the line — 

Drawn to the dregs of a democracy, 

but had actually borrowed this line itself, and concentrated its 
letter-hunting, from an earlier writer Nor,plid Pope, who might 
have seemed likely to disdain it, refrain from its use But the 

1 Abs and Ach 227 , Hind and Panther , 1 212 The original in that 

Lacrymae Musa-rum for Lord Hastings, to which he had himself contributed, is 

' It is decreed we mus^ be drained, I see, 

Down to the dregs of a democracy 

540 , 
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general principles of eighteenth-century poetry were averse to it 
as a species of “ false wit,” and Bysshe bars it expressly 

I do not know that the first Romantic school can be said to 
have made this one of the firmest notes of its reaction, though 
it is significant that alliteration is strongly apparent in Coleridge 
and Shelley , but in the second and third divisions of nineteenth- 
century poetry it became increasingly prominent Probably 
no one ever used it more, and abused it less, than Tennyson 
Browning revelled in it, and Mr Swinburne’s indulgence was 
"oSe of the chief features of his prosody that impressed themselves 
upon the general In fact it is undoubtedly one of the most 
powerful, as it is one of the most popular, instruments at the 
disposal of the English poet , though, like most things of the 
kind, it is dangerous There is no more artful aid , but it is 
certain that than an inept alliteration nothing is inepter 

It is, however, in the article of Vowel-Music that the history 
calls for the most distinct and notable summarising I hope I 
have made it clear that nobody need expect from me that fatuous 
confidence in our being better than our fathers, which is the 
mark of vulgar minds and vulgar epochs I here is, as I have 
pointed out, exquisite vowel-music in mediajval poetry , but the 
instrument was in the making, and the players were mostly 
unaware even of the powers that it had already developed 
Shakespeare divides with ^bschylus and Dante the position of 
master word-musician of the world , and Spenser, if he never 
rises quite to Shakespeare’s altitudes, more constantly affects this 
peculiar appeal, and is uniformly successful in it Milton on the 
one side, and the crowd of Caroline lyrists on the other, do 
wonders with it , and his must be a pitiably limited car which 
cannot hear and rejoice in the trumpet of Dryden and the 
clarionet of Pope Still, with the exception of Spenser, Milton, 
and perhaps some of the minor Carolines, it may be questioned 
whether any of these employed the instrument very consciously 
or deliberately — of Shakespeare I have several times declared my 
steadfast determination never to say what he did or did not do 
consciously But the theories, no less than the abilities, of the 
eighteenth century were disposed to close it, and lock its case 
Shenstone might perceive, if he could not fully exemplify, the 
superior beauty of full rhymes. Gray might accomplish a low 
and moderated, Collins a higher and more varied, harmony of 
sound- note , but while few had the organ, hardly anybody 
would have cared to use it Good sense and right reason were 
independent of the mouthing out of o's and a’s In fact, if the 
stopped decasyllabic couplet is the be-all and end-all of verse, 
you cannot have much vowel-music , your best will be the short, 
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i( full-throated, trumpet-blares of Dryden, and those shriller 
clanonetteries of Pope which have been mentioned 

But, when the tide of taste turned, there was nothing more 
certain than that vowel-music would be eagerly practised and 
(by degrees, if not at once) made a principal method of appeal 
It makes, indeed, the larger part of that attack on the definite 
auditory faculty which has been noted It is wonderful, if 
elusive and improvised, in Blake , hardly less wonderful, if more 
sophisticated, in Coleridge Nothing is more curious than the 
perfection of it in the few greatest passages (such, especially, Sf 
that in “ Yew-Trees," quoted above) of Wordsworth, wild theo- 
retically regarded it as a matter of course, something f that you 
get with Judgment and Observation, like a coupon for cheap 
jewellery with a pound of tea As for Shelley, he ranks with 
Spenser and almost with Shakespeare , but it appears to me that 
the deliberate using of it begins (or nearly so) with Keats, and 
it was certainly from Keats that Tennyson learnt his marvellous 
conception and execution in it Since Tennyson our poets may 
be said to have regularly schooled themselves in it — even the 
occasional cacophony of some later writers is a homage of 
sedition, a sort of barring-out, which acknowledges, in opposing, 
the existence of a master Browning used it for spheral harmony, 
and for the devil’s tattoo, and for everything between them, just 
as he pleased , and the great poets of the “ Prae-Raphaelite ” 
school employed sound just as they employed colour, with 
deliberate and accomplished craftsmanship 

Of the beauties and delights of it so much has been said 
incidentally in the pages of the text that there cannot be need to 
say much more It is, indeed, the very light of prosody, though, 
as in the case of feet, we must remember that mere vowel-sound 
without its consonantal consorts is, like mere accent or stress 
without their opposites, an imperfect and almost soulless thing 
But what is rather curious is, that accomplishment in its use 
excites, among those who cannot taste it, a singular and ludicrous 
indignation They often seem to wish to expend upon it — and 
sometimes actually do — the complimentary language which poor 
John Davidson bestowed upon rhyme — nay, to extend that 
language to a quite prophetic strain of abuse, utilising the 
vocabulary of Ezekiel and the Apocalypse Well, let them rave, 
and let us enjoy 
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A The Prosody of Langland , Lydgate, and the “ Ktngis Quair " 

Ii is no part of my business to enter at any length into the 
dispute as to separation of the authorship of Tiers Plowman , 
but it would, I think, after what I have said in Vol I , be some- 
what pusillanimous not to add that the whole prosodic evidence, 
as I read it, is against that separation The revived alliteiative 
metre is a thing not very easy to classify by hard and fast 
enumerations and differences , but its varieties are by no means 
difficult to appreciate by careful reading and a practised ear I 
myself discern a distinct individuality in the form prevailing in 
all versions of Tiers Plowman, as compared with other poems 
from William of Palerne and Cleanness to the late fifteenth- and 
early sixteenth-century examples, and the variations and pro- 
gressions which I indicated here, long before the idea of separation 
was made public (I have been expecting it for many years) are 
quite consistent with the natural development of that individuality! 
'they are, on the other hand, almost unthinkable regarded as 
exhibitions in the work of different men, even if pursuing a 
common object and starting from a single archetype If the 
prosody of The bulk of “ A,” “ B,” and “ C ” is the work of five, 
or three, or even two, different poets, it presents a phenomenon 
which is nowhere else m English poetry, which is contrary to all 
observed working of natural laws in the subject, and which is, in 
fact, a miracle — not, as I so often use the word, in the sense of 
something admirable, but in the sense of something supernatuial 
and anti-natural 

Some additions of,cunous and contrasted interest have also 
been made to the matter available for discussing the prosody of 
Lydgate and that of James I — two things which have always 

1 I have fashioned this as a convenient receptacle tof notes on general or 
specihc points, too long for Addenda and Corrigenda , but not quite long enough 
for distinct Appendices The TrrangenH?nt is roughly chronological, but not 
meticulously so 


543 



544 


APPENDIX VI 


presented themselves oddly side by side in the study of the 
Chaucenans We are now told that we must not reckon 
“London Lickpenny ” as Lydgate's, chiefly because there are 
no final e’s This seems most remarkably to ignore the state- 
ment in the MS which Professor Skeat has followed as best — 
that it was made “ about year ago ” and is 11 newly overseen and 
amended" One would hardly expect final e’s in such a version, 
even from the strictest point of view of philologists But the 
piece has always seemed to me incredibly lively and terse for the 
Monk of Bury 

The other point is much more curious I am toM that 
some further examination of the only MS of the Quair has 
thrown the gravest doubt on the regular existence there of the 
final e’s, which, we used to be told, distinguish it This would, 
of course, injure the “ regularity ” of its prosody , but certainly 
not make it less likely to be James’s, inasmuch as in his day the 
e was beyond doubt getting irregular But it would be chiefly 
valuable in supporting certain contentions, as to Chaucer himself 
and others, which it is not necessary to repeat 

B Guest’s Symbol for marking Accent, and its Bearings 

When I wrote, when I revised for press, and when I published, 
the remarks on Guest’s fashion of marking accent and its conse- 
quences at Vol I pp 8-10 , 1 was not unprepared for remonstrances, 
on the ground of misunderstanding and unfairness, in connection 
with Professor Skeat’s warning comment They were duly made, 
both by reviewers of the book and in private communications 
©f these — in the absence of Appendices to Vol II , and in view 
of the fact that Guest’s own book could not be treated in full 
till this third volume — there seemed to be neither way to treat 
nor means of treating earlier than here And I sjiall frankly 
confess that, even here, I hid at first intended to be Pharaonic or 
Pilatesque, and simply reaffirm my remaiks As, however, I 
find that some anti-Guestians are troubled in their minds on the 
matter, it may be better to give reasons why I cannot recede 
from the position I formerly took up in reference to the symbol | , 
its use, and its bearing on such matters as the passages originally 
cited from Cowper and Coleridge 

In the first place, I entirely deny any'one’s right to use, or 
any one’s right to defend the use of, a symbol which not only 
means division or nothing, but actually and in fact divides, by 
saying that it is “not meant” to divide A man may as well 
cut my head off, and say that he only meant to make a harmless 
mark on the nape of my neck That the same mark is used by 
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all the world, except Drs, Guest and Skeat, as a symbol of division 
in a particular form does not really matter, though it makes the 
rashness and the danger of the misuse greater The fact would 
remain — even if, per impossible, the sign had never suggested 
foot-d\\\s\on — that it is a sign of division of some kind You 
may “ call your hat Cadwallader ” if you like, because Cadwallader 
is meaningless per se in the case , and, if only you explain your 
eccentric nomenclature, it is all right But you may not call 
your hat a boot, and then object to some one’s bringing you a 
real boot when you do so 

,/knd there is more That the practice naturally misleads, 
though it is a pretty strong argument, might not be conclusive 
againot it , for, it may be said, we ought to resist the temptation 
Admitted But if there had been no such thing as “ schoolboy 
division ” (I wish schoolboys never learnt anything worse >), if 
foot-scansion did not exist, this practice of Guest’s would suggest 
something akin to it It is, I fear, useless to argue, as it has 
been argued by an obliging correspondent of mine, that Guest's 
actual “ sections ” save him These sections are often, if not 
always, quite independent of “ feet ” of any kind The point is 
that, if you draw attention by any means, but most of all by a 
division-mark, to separate batches of syllables, you inevitably 
tempt the voice to halt between those batches Or — to give 
almost preposterously lavish rope — when you make no division 
but at “ sections,” you suggest that it does not matter where the 
minor divisions are Now it does matter it matters infinitely, 
in both examples given, where these minor divisions are It is a 
question in one case of a dignified and almost mournful trochaic 
or of a jerky and ill-fitted iambic , in the other, of the whole great 
problem v. hether the English hexameter is a dactylic measure at 
all, or anaptestic with anacrusis and catalexis It is on division 
that these questions turn , it is a particular division in each case 
that the marking suggests , it is, if you consent to waive suggestion 
altogether and simply believe the evidence of your senses, the 
reality of this division that it enforces 

For these reasons, as well as for others, I must decline to 
withdraw my original remarks 1 

C TKb Metre of Spenser’s “ February ” 

The occurrence of Chnstabel in this volunje would m any case 
form no bad text for some discussion on the older examples of its 
metre But it so happens that, since I wrote on those examples, 
there has been fresh handling of the subject from a point of view 
1 In connection with this v suf p 276 
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opposite to mine Mr W W Greg, in his most excellent book 
on Pastoral Poetry and Pastoral Drama (London, 1906) has 
some remarks obiter on Spenser’s rhythm in “ February,” “ May,” 
and “ September ” of the Shep heard s Kalendar, and incidentally on 
the general breakdown of versification from 1400-1550 He goes 
so far as to think that “ there can surely be no doubt as to the 
actual origin ” of the measure denoted above 

I am so far in an inferior condition to Mr Greg that I am 
less undoubting than he as to my own solution (z>, sup 1 353 
and elsewhere) of this origin But I may say that I have no 
doubt whatever as to the insufficiency — if not as to the total 
incorrectness — of his He thinks that “in Spenser’s day all 
memory of the syllabic e had long since vanished, and the only 
rhythm to be extracted from Chaucer’s verse was of a four-stress 
type ” And, reversing the process of argument, he thinks that 
you can recreate a Chaucerian “ five-beat ” out of Spenserian 
fours, as thus 

Tho opened he the dore, and innt came 

The fals£ fox as he were Starke lame 

It is fair to say that he makes some qualification in a note , but 
the note itself contains the statement above quoted as to “ no 
doubt,” and Mr Greg fortifies himself by reference to Mr 
Courthope (Hist Eng Poetry, 11 253) Moreover, all students 
of the Kalendar are aware that Professor Herford holds not 
dissimilar views But (and I say this as a hearty admirer of Mr 
Greg’s book and of the other two scholars mentioned) I do not 
think this will do In the first place, the solution is surely 
inadequate — quite incommensurable with the facts Large 
numbers of Chaucer’s most memorable and characteristic lines 
cannot be squeezed into “ four-beats ” anyhow — or only at the 
cost of sacrificing all harmony The best — there are not many 
to sample — of Spenser’s “ four-beats,” such as the great passage 
towards the close of “ February,” cannot by any c-mongenng be 
got into fives Besides, the explanation ignores, not merely 
the presence of equivalenced octosyllables from Genesis and 
Exodus downwards, but the not infrequent occurrence among these 
of actual decasyllabics, which we have been so careful to trace 1 
These pre-Chaucerians, whatever they were doing, were certainly 
not mismetring Chaucer 1 

In fact Mr Greg seems to me to give up his own point when 
he says that the lines only become decasyllabics "by accident" 
Not only is this not the case, but they are constantly decasyllabics 
in Elizabethan English — which again upsets the whole theory 
Spenser might conceivably have thought that Chaucer meant four 

1 Any one who cares to search the Romances will find them in abundance 
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when he really meant five But could such a pc*t — such a 
metnst — have written five when he himself meant four ? 

Mr Greg, of course, is not dealing with prosody directly — this 
passage is a mere digression — hardly more, as has been said, than 
a mere obiter dictum But it illustrates, I think, the mischief of 
the “beat” system, and the way in which it tempts even men 
of sound literary judgment to acquiesce in a kind of muddle, and 
to think that poets of the finest ear and poetic sense could be 
deaf and blind, not merely to other poets’ music, but to their own 
For, after all, if Spenser thought Chaucer’s metre “ four-beat " 
even occasionally, how, in the name of the Five Fingers and the 
Ten Commandments, did he himself ever come to write' Mother 
Hubberd’s Tale in obvious following of Chaucer ? 

The question seems to me to be not improperly stated thus 
Here is a poet who has left a body of some forty or fifty thousand 
verses, including perhaps ten thousand m the most various metres 
Every one of these (except a very few which are obvious over- 
sights or half-done work) exhibits a system of rhythmical metrical 
arrangement to which the tar of this present reader and writer 
submits itself without the slightest difficulty, hesitation, or doubt. 
The three Kalendar pieces likewise adjust themselves to this 
system most interestingly, and perhaps a very little surprisingly, 
but in a manner which necessitates not the slightest forcing of 
ear or conscience — and which ceases even to be surprising when 
the true historical Pisgah is resorted to, and The Oak and the 
Brere is seen between Genesis and Exodus long before and 
Chnstabel long after 

On the other hand, admit that Spenser can have meant these 
passages for (however loose) Chaucerian heroics, and the marriage 
of true ears is hopelessly divorced The calculus which has 
accounted for the whole vast and complicated problem breaks 
utterly dowjj Nor this alone , for the passages become incon- 
sistent with themselves They contain plenty of actual heroics 
or decasyllables, perfectly well constructed and rhythmed If he 
had meant these throughout, there is no conceivable reason why 
he should not have given them throughout A muddle of hit 
and miss is rather more unlikely from Spenser than from any poet 
in the world Even his early classical versings, whatever liberties 
they may take with pronunciation and accentuation, achieve what 
they try to do with pftfect regularity Here we are to suppose 
that his instrument is to start aside like a broken bow at one 
moment and to shoot strong and true the next— that he himself 
is to be Chaucer at one moment and John Metham at another ' 
The thing is not reasonable • 

It becomes least reasonable of all when we judge simply by 
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the result r The Oak and the Brert (with the other pieces in a 
somewhat minor degree) is, when regarded and read as a con- 
certed piece, in mingled octosyllabics with substitution, and 
decasyllabics without, a charming thing , what becomes of the 
charm, if you regard it as a piece in mingled correct and go-as-you- 
please decasyllabics, is more than I can say — or rather I think 
I can say that it becomes utter ugliness Of course this may 
be a question of taste Eut when it is remembered that this 
argument from taste reinforces another argument of almost 
mathematical stringency from the wide, detailed practice of the 
poet, and a third from the general character and colour of that 
practice; the threefold cord becomes, to my fancy, a pretty stout 
twist To me yet a fourth strand — the evidence of Mother 
Hubberd's Tale — makes it a very hawser And I cannot help 
thinking that the attempt to break this by saying “He may have 
changed his mind 11 is rather a confession “ Why should he 
change his nnnd ? ” especially when nothing of any sort is gained 
by supposing that he did Why did he change his mind, and 
his ear, and the beat of his fingers, and his whole style as a poet, 
on this occasion only, especially when there are in the Kalendar- 
pieces just as good decasyllabic couplets as in Mother Bubbetd 
herself? Surely the fact is that he did not change his mind at 
all — that he at one time intended to write pure riding rhyme, 
and at another and earlier did not, but accepted the equivalenced 
octosyllable, familiar to him in ballad and romance, for con- 
tinuous use 1 


D Some Modern Instances 

In the text I have from time to time introduced a few, but 
very few, instances of apparent difficulties which I think might be 
removed, aponae or cruces which might be solved, and mistakes 
which might have been avoided or corrected, if the system of 
this book had been applied Here are a few more, beginning 
with two from recent reviews of poetry 

“His versification is at times frightfully confusing He mixes 
up iambs, anapaests, etc , so that one can hardly hope to find two 
lines the same ” 

A very frequent case indeed with Shckespeare, Milton, and 
other poor creatures I may at least hope that the reader of 

1 He had precedents enough even in this , and among them has been aptly 
suggested the piece entitled ' 1 How the Ploughman learned his Paternoster M 
^Wright and Haliiwell s Rehquue Antique , i 43-47), printed by W de Worde 
This overflows, not merely into decasyllabics, but into "long doggerel ' once 
more [v sup 1 353, and note there) like Heywood (Also v sup p 532 note ) 
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this book will “ hardly hope " what the reviewer hoj^d, but for 
quite different reasons, and that he-certainly will not be confused 
by finding iambs mixed up with anapaests 
Again 

“ He is alternately scrupulous and careless as to form and art, 
though it is hard to ascribe to carelessness such lines as — 

He knew he could not die in the spring-tide, 

and this, which is still worse — 

a We look toward the goal that never nears ” 

I hojje again that most readers of this book will be prepared 
to accept both these lines as perfectly — the second, perhaps, as 
rather unusually — good , and I should not mind if they felt some 
bewilderment as to where the supposed “ carelessness ” comes in 
The lengthening of “the,” especially before “spring,” which can 
be the only thing objected to in the first line, is, of course, justified 
by thousands of good examples, and is not even absolutely 
necessary As to the second, if the reviewer thought the scansion 
“ to-ward ” wrong, he simply was wrong himself, though I am 
aware that some prosodists (generally of the accentual order) 
would defend him 

Here is a still more surprising case ' In the North American 
Revmv for November 1907, “C E Russell” wrote thus in 
reference to a line in “ Evening on the Broads ” 

“What can be made by the formerly accepted system' of 
prosody of such hexameters [rzc] as — 

Full-sailed, | widc-wingcd, | poised softly, | forc\er J asway ? 

[divisions original] The usual [sic] explanation is that Mr. 
Swinburne # carelessly, indolently, or for some oc< ult purpose, 
interposed one line of five feet, and also to make the filth loot a 
spondee and the remaining feet anapaests ” 

Now I have met unsound explanations enough, and more than 
enough, but I do not believe that even Steele or Thelwall ever 
got into such a state of explanatory mania as this In the fir st 
place, the line, which is identical in form with dozens of others, 
including the opening pair in the even places 1 of the poem, 
is only a hexameter in the sense in which every even line in 
Ovid’s elegiac poems is a hexameter In llie second, I hardly 
suppose that even the quantitative hexametnsts would make 
“ asway ” a spondee In the third, what lfind of incredible 
monster can the anapiEst be in Mr Russell’s eyes that “ poised 

1 V sup p 350 note, and p 424 
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softly” or ‘iforever ” represents it? and what sort of rhythm can 
he imagine that his arrangement gets on the whole line ? The 
“ formerly accepted system of prosody,” the “ usual explanation,” 
as I take them, simply say that the line is a perfect pentameter of 
its kind — 

Full-sailed, | wide-winged, j poised || softly, for|ever ajsway, 

but that, like all good English hexameters and pentameters, it slips 
out, or is ready to slip out, into anaptests, equivalenced or altered 
thus — 

r 

Full | sailed, wide-|winged, poised || soft j ly, for ev|er asway, | 

the penthennmers being turned upside down and the fialf foot 
preceding instead of ending each 

In yet another cSse I agree with Mr Omond exactly, when he 
says that the scansion, quoted above, of 

By the wa|ters of Ba[bylon we sat down | and wept, | 

suggested by Gurney and approved by Professor Lewis, “ reduces 
it to prose,” though it can be made much more rhythmical prose 
otherwise But let it be observed that the line, which is not 
unmetneal, though not of the very best, is susceptible of other 
scansions which are not prose You may make it an anaptestic 
dimeter, with the rickety “ Moorish ” foisting of a slurred syllable 
(v sup p 85)— 

By the wa|ters of Baby | Ion we sat | down and wept, | 
though I should not You can do it trochaic-dactylic fashion — 
By the | waters of | Babylon | we sat | down and | wept , | 

which I should not like, hut which is metrical, possible, and, as a 
unit, defensible Best of all, one may make it into r an unusual 
but legitimate and rather beautiful middle-pause line, thus — 

By tht wa|ters of Ba|bylon we || sat down | and wept, 
which would have to be continued somewhat in this way — 

And our harps | on a sor| rowful tiee || hung while | we slept — 

a measure not unlike some of Mr Swinburne’s 

C 

Lastly, I came across, quite recently, a singular scansion 
which illustrates, particularly well, the peril of irregular section- 
scanning in relation to Mr Swinburne himself In a generally 
excellent book just issued, on Efiglish Grammar and Composition , 
by Mr A M Williams (London, 1909) it is said (whether at 
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first hand or as a quotation I am not sure) In 1 Mater 
Triumphalis ’ the choriamb and the paeon occur, eg — 

/ / y y 

Thou art the playjer, whose organ- J keys are thunders ” 

Now, in the first place, the metre of “ Mater Triumphalis ” 
(Songs before Sunrise, p 171) is, throughout, perfectly plain heroic 
quatrain, with double rhymes in first and third lines, and 
equivalenced freely after the poet's fashion The line in question 
is simply — 

* Thou art | the phy|er whose or|gan keys | are thun|ders — 

four iambs, one anapsst, and a redundant syllable for double 
rhyme But while the proposed scansion is quite unnecessary, 
it is in itself impossible for verse A sort of prose rhythm can 
be got out of it, but no verse , while if, ft er tmpossibde, there 
could, it would be utterly unlike the scores of corresponding 
verses in the same places elsewhere Not that this would 
disturb some of our new prosodists — certainly not my friend 
Dr M'Cormick, who, not long ago, in a paper read before the 
Glasgow Philosophical Society, proposed to do away with the 
general “heroic,” “decasyllabic,” “five-foot,” “ five-stress,” etc , 
classification altogether, in favour of “lines with three bars of 
two beats," “lines with two bars of two beats,” etc But those 
of us who see the unbroken unity, in whatever diversity, of the 
great English staple line from Chaucer to Swinburne, will hardly 
admit this beat and bar to make, and still less permit it to mar, 
the not yet foolish Fates of English poetry 


E Notes ( not strictly Corrigenda) for Vol II 

(a) P W5 — A very well-willing and most competent reviewer 
in the Manchester Guardian has mildly rebuked me for “ not 
reckoning with the well-known fact that loves Labour's Lost 
was largely rewritten about the period of The Merchant of 
Venue ” Now, certainly the play was printed in 1597 as “cor- 
rected and augmented,” but whether this can justly be trans- 
lated into “largely rewritten,” especially in any prosodic sense, I 
take leave to doubt There may be some later insertions perhaps, 
but at any rate the author “left the verdure” — he did not remove 
the bloom of prosodLC youth from it as a whole. 

(f 3 ) P 149 note — I have been stigmatised as“‘ incorrigibly care- 
less ” (for the world never goes so hard with some Cliffords that 
they cannot spare their friends strong language) for following 
Mr Arber, Mr Lee an$ other modern editors 111 quoting the last 
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line of Sidney’s Alexandrine sonnet as decasyllabic I certainly 
might have remembered that I had seen it with the “ to me ” 
in older editions , and, never having made a special study of 
original texts and MSS , in Sidney’s case, I cannot say whether 
the shortening has any justification or not If it has not, the 
remark based on it of course falls to the ground But it is in 
any case a great improvement 

(y) Woodford — By one of those overlookings of notes which 
only the most superhuman orderliness will prevent, when jjirt of 
one’s work has to be carried on in public libraries during absences 
from home, I omitted an item, where it was specially Wcfiited, in 
book vu chap iv This was the prosodic contribution of Samuel 
Woodford in the prefaces to his Paraphrases On the Psalms of 
David (1667) and Qfi the Canticles (1679) There is not much 
bulk of matter in them, but they, especially the latter, are inter- 
esting for two things First, trisyllabic feet are definitely recog- 
nised and defended — a thing almost unique before Shenstone — 
as well as redundant syllables and dissyllabic rhymes Secondly, 
he actually takes account of Milton from the prosodic point of 
view , though he is less happy here, regarding blank verse as prose, 
and not merely printing a piece of it as such, but printing a piece 
of Milton’s prose as verse The double attitude is curious, and 
might have been fruitful , but the time was not yet 
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